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PREFACE.

In offering to the public a short Treatise on the Theory and Practice of Pianoforte-Playing, it has

been my endeavour to write in the plainest, the most concise, and the most practical manner. Giving

Che result of my long experience as a teacher, I have included in this work those phases of pianoforte-

playing which, occurring daily, may be considered as forming the basis of a good, solid, and correct

execution. The position of the performer at the instrument—the method of producing, by means

of a good, distinct touch, a full and rich, yet delicate anct subtle tone—the practical manner of studying

and pCaying (he scales—the execution of the shake—the chords, firm and broken—the double passages

—

part-playing—all these are essential constituents of an efficient and artistic performance; and to

explain these different matters in a clear yet not too elaborate manner, has been my endeavour

throughout. This book is intended for the use of pupil and teacher alike. The pupil may, I think,

learn from it many matters for whose elucidation the teacher finds no time during the lesson;

while to the (eachcr the little work may prove useful as a kind of text-book, which he must

supplement and elaborate, according to circumstances, by his own experience.

The chapters on the use of the pedal, on Angering, on practising, on expression, on the necessary

conditions for a good performance, on exercises and studies, on ths order in which the classical sonatas

ought to be learned, on the classification of composers, styles and schools, on reading at sight, etc.,

arc intended to supplement the method; indeed they have been embodied in the work mainly in

view of the fact that, generally from an enforced economy of time, ths musical student in England

has"fewer opportunities of obtaining the necessary information about many points of interest than

arc olTered to his foreign competitor. Although I have relied principally on my own experience as

a teacher, it would be ungrateful not to acknowledge the free use I have made of the excellent

and valuable advice given in the works of bmanuel Bach, Ignaz Moscheles, Frederick Kalkbrenner,

Carl Czerny, L. Plaidy, Louis Kohler, and other distinguished educational composers. I take this

opport unity of stating that further and more detailed explanation of many points, which can merely

be mentioned in the present book, will be found in my primers entitled " Musical Forms " and

"The Elements of the Beautiful in Music."

To rny friend, Mr. A. J. Hipkins, I beg to tender my best thanks for his useful and instructive

historical sketch of the pianoforte and its predecessors. In conclusion, I have only to recommend this

little book to the goodwill of the public, to the attention of teachers, and to the careful perusal of the

musical student.

% PAUER.

Lemhi, 390, QhiIw Sqiiare. S.W,, 1877.
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INTRODUCTORY REMARKS.

TllRRJJ can be no doubt that, taken as a whole, the pianoforte is the most popular and the moil generally

useful instrument : it is able adequately to interpret harmony and melody ; and although it cannot boast,

like the violin or violoncello, clarinet or flute, etc., of possessing the facully of sustaining the sound, the

extraordinary skill and inventive ingenuity of our pianoforte manufacturers have combined to give such

remarkable richness and fulness to the tone of the pianoforte, that the pianists consider they can, without

fear, compete with their rivals on the violin or on any other instrument. The piano may be said

to have acted in the history of music the part of a pioneer and harbinger, and it has popularised the

noble works of pur illustrious masters In a much greater degree than any other instrument or even the

orchestra itself could have done. An orchestra for the full interpretation of a great work is not always

available. The piano always proves the welcome friend and substitute ; and if wc think of the

innumerable happy hours which have been spent either in solitary enjoyment or in the pleasant

intercourse of the family circle at this instrument, and when we recollect how often it is the

nedium for the interchange of charming and intellectual ideas about art and its aim, we naturally

feet an admiration for, and an attachment to this welcome companion and friend.

The piano has often been depreciated as a cold instrument, but it certainly does not deserve

that reproach. The piano, in the hands of an experienced master, will reveal varied and manifold

beauties; it will show that it has a soul, a life, a warmth which cannot fail to strike a sympathetic

f'bord in the performer, and through him in the hearer also. The pianoforte may be compared to

an amiable ever-ready citizen of the world, who speaks a great many languages, and who accommodates

himself to all possible wants and requirements. By means of the piano, the mysteries of the full

scores—which are to the multitude like Sanscrit, the sacred but unknown language—were, so to

say, translated into every native dialect ; and it was the piano that revealed these numberless

beauties to the general public. A very important use of the piano is manifested in its union with

the voice and with other instruments; it enhances by the accompaniment the charm, the characfei
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THE ART OF PIANOFORTE-PLAYING.

L—THE POSITION OF THE PERFORMER,

The proper position for (he performer is to take a seat before the middh of the key-board on a

piano of seven octaves ; (his will be from %—r-^1W% and at such a distance from it. that the arms can
to

conveniently reach the farthest keys of the instrument, and can also be crossed, and move with entire

freedom in both directions. The music-stool should be firm and secure, and so high that the elbows may
be a little above the level of the key-board. Both feet ought to be placed on the pedals^ the right foot on

the loud, the left foot on the soft pedal. It Is essential that the performer should see at once that the seat

is convenient and firm, thus avoiding a future shifting or moving about, which produces unevenness in the

performance, and a corresponding uneasiness in the listener. A good position at the piano is as important

as a good way of sitting at the desk for writing. The movements of the arms ought to- be graceful and

easy ; the trick of spreading out the arms in such a way that each elbow protrudes like the ape* of a triangle

id very ugly and objectionable. All contortions of the face, any tendency towards grimacing, raising the

eyebrows, frowning, shaking the head, or any other tricks, should be carefully avoided : the same thing ma)

be said of the habit of swaying the body to and fro, either from side to side, or backwards ami forwards

or shrugging the shoulders. A nalural, unaffected, and graceful appearance, united with the correct expression

and intelligent performance of a good piece of music will greatly aid the effect produced.

II—THE POSITION OF THE HAND.

The following drawing explains the position necessary for a good, quick, and correct performance ;.

The wrist must neither be perceptibly raised nor lowered ; it should be kept, without constraint, at a level

with the hand and arm.

The knuckles must neither be raised so as to form a hollow in the hand nor bent inwards, but must be

kept in a natural position, on a level with the back of the hand.

The forepart of the fingers must be gently rounded, not, however, so- much so that the nails, which

should be kept moderately short, touch the keys. The hammer of the piano acts with more readiness and

certainty when pressed with the tip of the finger than with the flat lower surface.
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The third and fourth fingers, however, should not appear to be quite so much rounded as ihe others*

but should he a very little more extended, thus:

Let the thumb be stretched horizontally so that the forepart shall be upon a level with the key, and

the key itself struck by its outer surface. The thumb must never be permitted to hang down or lo rest

open the key-board.

The centre of gravity of the hand in playing should fall towards the thumb.

The position of the hand generally ought to be perfectly easy and natural, otherwise no good style of

playing can be attained.

IIL-THE TOUCH.

The smooth connection of the successive tones is the main point to ho considered with regard to

touch; to achieve this Is very difficult, and requires continual attention and supervision.

The touch is to be divided into two kinds, the legato touch and the staccato touch.

But we may also speak of a legatisshno touch, which requires even more care and attention than

the legato touch; and finally of the portamento touch, which is in fact a compromise between the staccato and

legato touch.

THE LEGATO TOUCH.
The piano is an instrument of percussion, and does not allow the performer to sustain the sound indefinitely

as the wind and stringed instruments will do. Its very nature tends more towards brilliancy and velocity of

execution than that of any other instrument; therefore the legato touch, by which the efFect of sustained notes

is produced, is one of the most important points of pianoforte playing. It is the most important of all, because

the effect of the greater part of pianoforte music depends upon it, and it is the one universally to be employed,

except where another is especially marked. It is the one to be used in all technical or finger exercises, with the

hand At rest. The following rules must be observed:

—

Hold the hand in this manner

:

The fingers must be only moved from the knuckles ; the same rounded position i)

throughout.

to be retained
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The thumb must be moved by the joint which connects it with the hand, find must never create any

motkm in the hand ilself,

The unoccupied fingers must be kept at an equal distance from the keys (about one fourth of an inch)

and not be allowed to sink down before the moment of striking the notes.

In striking a note the finger must touch Use "key exactly in the middle.

Each finger, after striking the key, must be lifted from it quickly, and at the very instant when the next

finger strikes its key, so that the successive tones may neither run into each other, nor be separated by a

perceptible gap.

No movement should be permitted to the hand other tlian that which necessarily arises from the

moving of the fingers in striking the notes.

The intensity of the sound produced from the piano is in proportion to the force with which the ringer

strikes the key. The further the lingers are from the keys the greater the power of the levers, consequently the

more intense the sound emitted; the more subdued the tone is tc* be, the more moderate must be the motion as

well as the pressure of the fingers.

In passages that are to be rapidly executed, the fingers, of course, cannot be raised to so great a height

as in slower passages.

If in rapid passages, however, great force is required, such force can still be readily obtained, when the

strength of the fingers has been developed to the utmost; for, generally speaking, rapid passages may be regarded

as a test of a performer's proper cultivation.

The following are lite most important exercises for learning to raise the different fingers in the manner

just described. The notes of the semjbreves are to be put down without being sounded, and held firmly thus all

the time, each exercise being played perhaps eight or twelve times consecutively. The hand and fingers must be

kept in an equally good position throughout; the former even, and without raising the knuckles, and with the

fingers bent ; and while striking the keys, the fingers should be neither pointed t\or pressed flat :

—

ggjfl
agg^^SgrSj]

f?\4

^^^^
i-T* i

S§liS=l=l
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^ ^^r dg£»b&5

wf m?
ffS £

r=rrri'-n ^

<=s ^ ^

THE STACCATO TOUCH.

This touch is executed with the aid of the wrist.

The band must be slightly raised from the wrist before &(riliing, and then, with an easy movement,

thrown, as it were, upon the key-board. So soon as it has struck, it must be raised again to its former position.

The arm must have nothing to do with this movement ; and the raising of the hand must by no means be

effected by lifting the forearm. In scales 01 other running passage?, the arm, of course, moves along with the hand.

Great care should, however, be constantly taken that the arm be not stiffened, nor the movement of the

hand too violent, otherwise the performance may present a very ludicrous appearance-

In rapid And in soft passages there is less movement of the wrist than in the medium ones, or in those

where/arte is required.

In the former cases, the staccato may often be produced Ivy merely drawing back the fingers quickly, after

striking, and without any marked movement of the wrist.



{ *3 )

The following exercises are recommended for acquiring the staccato touch:

—

1, 2.

^^ '.-»•* ^ X Z 3 £
2 2 2 2 2

MirMJJ.N.tts
2 S 2 ?E3: 5*=ff

S 2

S
f 2 2 2 ?
;*=*=*

s s a

pZJUfmg-, *==
53

^SFS^

(

f£*ft=fr
.«L J*_

^ ^^^tf^^^yjfai
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The Exercises 1,2,3, 4 ought to he played also in octaves. The study of these exercises is at first

Fatiguing; the student must not therefore practise them Jong together, but at frequent intervals, until he has

acquired strength and steadiness.

(First time of studying, M. M. J= 92, but gradual!)' increasing the speed to J= 126,)

THE LEGATISSIMO TOUCH.
The Ugaltssbno touch consists in this, that a key, after being struck, is not raised again at the striking of

the next one. By this device, which can only be employed in tones which belong to the same harmony, these tones

are made to run into each other, as it were, and a greater fulness ofsound is produced.

As this mode of touch is to be employed with great care in the execution of a piece, we advise the student

who has not yet perfectly mastered the legato touch, to abstain from the use of the legatissiato \ this mode
of suffering the fingers to remain upon the keys is directly opposed to that of raising them, required in the legato

touch, and renders the study of the latter much more difficult. A few examples are here given :

—

L. van BuErtrovE^.
I, See, Bach. II,

in̂ 3T
$m
v^\

^e:
^ ^E

-«*
W
V

0*- 1 mzess
Legato touch.

mr
^^

in.
Moderate.

ggj^fegg^gl
Leg<tltssi»to touch.

J, Jl. Crameq. IV. KOSSRT SCKUMAKE.

HUS 221

THE PORTAMENTO TOUCH.
The portamento touch may be defined as a compromise between the legato and the staccato ; it is used

when notes are marked with dots, and a SiUr is placed over thcrn.

The notes must be held nearly their full time.

They are to be played by a pressure of the fingers corresponding with the strength required for the-

I)ringing out of the tone
t and by slightly raising the forearm. The following examples show the same passage

played firstly staccato, secondly legato, thirdly legatisshno, and fourthly portamento ;—

1. Staccato. 2. Legato. ,_^^_^_^^_-_^

ifs—*=^r- 5 p i E t £
3. L\tgatissh»0.

V
Portamento.

mmm
mw tm j.

4«. Execution 0/ Portamento, fin zlow time,}

3=fcj=iirT^;-a
r

4b- (I* omcker time.)

Vf
^-^-^-^%5g¥^a=Sg^j &£$Bg*fe£iW&3£&£
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IV.—TECHNICAL EXECUTION.

The material that comprises technical execution on the piano consists of: i, Scales J 2, Shakes';

3, Chords, divided into (a) Firm chords and (&) iS rofcen chords ; 4, Tremolo parages : 5, Double notes—thirds,

connected fourths and sixths ; 6, Octaves.

Ae scales form the actual basis of a good, correct, even and pleasing execution, no amount of pains and

trouble ought to be spared to ensure thorough efficiency and fluency in the performance of them. The difficulty of

playing scales is found in two points: the acquisition of an absolute evtntKK of strength in all the five finger,

and the faculty of passing the thumb under the hand in so quiet and gentle a manner that no jerking or breaking; of

the even flow of the scale is perceptible. Bach truly remarks : " a scale eiight to resemble a string of pearls i

which all the pearls are of equal size and each touches the next without adhering to it," The study of scales is

frequently begun without a proper preparation. The preliminary exercises that ought to be completely mastered

before the actuat scale-practice is taken in hand consist of—

{a) Exercises for the thumb ; and

(6) Exercises for making all five fingers thoroughly independent of each other.

For the strengthening and rendering the thumb movable, supple, and pliable, the following exercises are

highly-recommended :

—

The semibrevts are to be held down /irmfy.

x y. x x
X x.

^r^r.4 i^fesfeferfcA^=ePrSrfrg^

-f—X—X-9C—X-
X X X X x x y. x

P^g^g^g^gg:^fg-ggg^

1

X f 1 nix x x x x t 1 .? — 3 1 j y .'* . x

X > X t T*x i r «iry x x x

x_< g t t? 1 ?a » !" -^ , - *

e*

Ail these exercises arc to be played in stow time, and care must be taken that the thumb may strike with

equal force even the most inconvenient notes.
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When a certain facility and readiness in moving the thumb has been acquired, the following exercises- tnxy

be studied :

—

J I » * . .

x > i x * » x » x i x —x r x —x x t 9 1

X
*:

> x * x r x —x r x —x xr v r

x a x a t i

r j r f
? x j x

i x 12 x t x t x i

^^rnir^^^̂ ^&ijrsŜ Sj^SSr^m
1 r |X S X J x

-f)-&.> # f>' V' f ..' --f-K ,->w--/-C—-, '
.
»

I

'
J: 1

33^^
t 2 * x

^^^^^^fe^ad^^ffiq^

After tlie learner has gone through these exercises steadily ami with earnest attention, it will be good for

him to bestow great care on the task of rendering the five fingers of each hand fluent or, we may say, liquid.

At t!ie same time great Care must be taken to employ the thumb liberally and frequently on the black keys. The

following exercises will be found useful for this preliminary part of scale-study:—

Sgg^i^g ggllljJSggj

^^^g^^^gH^egB^ajjiii^^^^^

fe^£^agp SHIP
glS=j^=i=p^|^Sp^plSi^^^
ika!:c?=r=r=fS^^SiP^pSPSS
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PPi^^EEpaEI ggggg^s^L-g^^ggg
@f^H^^^^lpfe^^^^^glPiS^S

B!g^^gi^^i53pSSIi yj-yj*-^

^^^^^g^^^j^^^pa^^-^g^r^a

1^T^^^^f^T-;Hi^
^^^^&^^^j_^j^j^^j>^j^j^y^^^^

-< _i*£^=^E

Pi=p^P^g^^g^^^^^
Ile^^m^^
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LjJljttV ^J^g^jSt&efetti^

e^g^gg^^^^g^^

fe=S^^^^^^^i^a^^^p^g^^^^
g^E(|gffi^B^igEES^^^g||^ ;j»Tt*=

-^^^^^^^^^^^^^^^^^m
^^^^gi^^g-m^gS^ftP^^^^
CT^Xsggg §ppn^i^p^s^^ps^
^|^|gg§^^pplgplg§^=gp^pg£i

^^P^Pie^p
^^^^^i^^g^S^E^^^gi^^^^

.^^ag^^^^^^^g^g^^^^^H
^^^p^^^p^^^pll^^SP331
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EXERCISES FOR THE USE OF THE THUMB AND FOURTH FINGER ON
THE BLACK KEYS.

X r e x i a a *, X t 2 9 4

.

§i^J*j;TOjy53J3J3 :^^^£ggg5p>?gSSg

g^^^^^4 4 I.TtX 4 JI.ILJL

23

U

JC ' 3 3 * X T I 9 4 X J Z J 4

^yg^^^B^^^^JOJiH^^^^ ;^^P l

* a ? . I L> * uLJ4 * s z r

m^rejJT̂ c^-^^^^^^ i^lfrrTff
h&.

^^jj^-j^^^ii^^^^-aj^uj^lul^^^g
IL* « 2 i.£.La _. * 3 3 ,J riX

X 1 2 ± 3.n X 2 I XT g. ss^a^gz^t^^g
2, '. '.-1 1

,
?_£.g^v^l^

* tf ff , ' fk*

jJfrjffiBS*e-t

i?cr

g^£gp
It is highly recommendable to transpose these exercises into the other keys, and to practise them with

equal zeal and attention. After having thus prepared the ground for scale-playing, the scales may now be begun
from the very first : the scale-praclace ought to extend over four or five octaves. It is a decided mistake to play the

scales only within one or two octaves, and to stop on, or give an accent to, the tonic or principal note. An
extension of the compaas in scale* practice is very necessary for the acquisition of an even and easy movement of

the arms and body. Although the scales are generally played in the order beginning with C major, and proceeding

from the key of one sharp or flat to thai of six sliarps or flats, we should recommend, for the sake of becoming
thoroughly acquainted with the mode of fingering, the following order.

T«ktng the iight hand, we find one scale only in which the thumb comes on the fifth note, namely

:

F major. FJy^
—*>_•»__ ?_j

—

s g_.41— ..
-*—f-

%J X 1

~ >*—2— I
— *
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In seven scales the thumb comes on the fourth note, namely:—

C major. D maior. R major.

trnJ ^S-* j x x 2 '-* *J • x x r * j -> x x 2

G m aior.
„x x

B major.
r x x

g^fiTfTTtffYns : ^Hj§^^p Jp^feB^
P sharp or G flat major-

^ ? I $ X

rJ

I

* • I
I

( I

Two acales p) ace the thumb on the third note, namely:—

I> flat major.A flat major.

§g a^ fegiggSfi
In two scales we find the thumb on the second note, namely, in the scale of—

B flat major. E fiat major.

P^Minn^pm^mm
In the left hand we find that the thumb is employed in six scales on the fifth note, namely, in the scales of—

C major. G major. D major.

pp^fffftffr^ ^-444jjjjjgffia EjgfffffTfrf?7l
I * I li 1

...-l.l 4 w- v i ' ' '—' ' '
'

A major.
* X 3

E major. x 2 .*_ _ x

^fT^r-rrr^K
P major, * 1-&-0

Four acales place the thumb- on the (/«Vd note, namely:

—

B flat major.

g^^
ri-r-

*=f=^fe^s
^8 ^^

E flat major. r x ^
A flat major.

S IK

m^rW
hx

D flat or C sharp major. * >

j} ? X d^^ ^^s
JB-*.

i§§
Again, the scales of—

B major. G flat or P sharp major.

w=p- *=*=»
tod=|| §^e=5S I I I J I I I

a x a x
^g

employ the thumb on the fourth rtdte.
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The fingering for the scales in minor keys remains the same, with the exception of the scale in F sharp

minor, which, for the right hand, takes the following Angering:

—

if
hU&*&±

s n

Therefore the thumb is on the third note. And in the left hand we find an alteration in the fingering in tho scales of—

S Bat minor, and E fiat minor, , l_ -*n_>

gg^i^iE-E^?r^!^_^ BTF^^gBEfeSSiicSE
which place the thumb in the minor mode on the second note.

It is very advisable to practise the scales according to this classification ; a great deal of doubt about the

way of fingering will thus he avoided.

In executing the scales, the chief difficulty is found in passing the thumb under the fingers and the second

and third fingers over the thumb.

Somewhat to lessen this difficulty, the scholar should bend the hand a little inwards, thoi.gh not in too

great a degree. By this position, the thumb of the right hand, in ascending the scale, and the second and third

finger in descending, will have to reach a shorter distance, and the execution becomes more easy. The same is

the case in the left hand, with the thumb in descending and the fingers in ascending.

To render this position of the hand more easy, the arm should be kept a short distance frotn the body,

and must be moved along with the hand ; at the same lime it should be kept perfectly steady ; there must be no

twisting Or turning.

When the thumb is to pass under the fingers, as oach finger totichos its noto tho thumb should be directly

under it, so that ii may reach its own key exactly at the right moment. By attending to this method all twisting

and turning of the hand can be avoided.

The student must pay especial attention to the thumb in practising the scales, and must take care that it

passes under the fingers in the manner just described ; and this strict attention should bo kept up until perfect

faciUty and fluency Hre attained.

Many players allow the first finger of the right hand in ascending the scale, and the first of the left in

descending, to linger upon its key. Great care must be taken lo avoid this fault.

As the passing under of the thumb is more difficult to execute than the passing over of the second and

third fingers, the ascending scale must be practised more frequently with the right hand, and the descending with

the left ; and let each be practised separately at first.

When both hands arc taken together, the student should practise the scales of C, G, D, A and l£ major

first, especially moving the hands from each other. Greater equality in the two hands is obtained in this way,

because the corresponding fingers are passed under and over at the same moment.
Playing the scales in parallel motion presents some difficulty at first, because this correspondence does not

take place. When a wrong key is struck, or a fault in fingering is made, the student must begin the scale again,

instead of correcting the error where it occurs. In this way only can certainly and accuracy of execution be

attained.

So soon as the student can play the scales in contrary motion and in parallel motion, in octaves, with

perfect certainty, he should practise them in tenths, thirds and sixths.

When he has acquired a firm, even touch, he should practise them with different effects of light and shade,

particularly with a crescendo in ascending, and a deerescenda in descending. This prepares the way for a rule which

is almost universally required in musical expression. In crescendo playing the too common habit of hurrying must

be carefully guarded against.

The beauty of scale-playing consists in its equality , roundness and uninterrupted continuity; there ought

not to be the smallest indistinctness ; there should be neither hurrying nor hesitation _i no note more prominent

than the others, except where the composer has indicated such an intention. There is a peculiar charm
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in that swift and even process of gliding over the key-board, more particularly if the performer has a graceful

movement of the hand and a quiet, Jinn, yet natural and easy position at the piano. Many hours of diligent and

attentive practice are necessary to overcome these difficulties, but the student may be certain that in good scale

playing will be found the true and real foundation for an even, satisfactory, and musician-like performance.

THE MAJOR SCALES.

C major.

In octavts.

In tenths."

ggg^^ag^
Tr a * x *• "*

In sixths

xx x * m * *T"I' -m~m * » *

2 » cT *

G major.

In octaves-

In tenths.*

rr-efefp^^^^^^^^s
g^^

x̂ i

In sixths.*
P^B^^^^^^^

i^ii^p
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D major.

In oct-avcs.*

m^^^^m^^m -c-r

; iff fc±=i

x

^ x^

In tenths-*

V^

In sixths.-

p^^^^^^^g^ "tp-
B

SlNfepp^^^fe

k
A major.

In octaves.
y

«fi

=f5^j^Iiiiyjgl|l§=^jp

In tenths,

in sixths.
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E major.

*^" In octaves.* -Ml-* - - '-*- 3--

^1

In tenths.<.

pi^p^gggggifigpip
.-!»:£-*•.-#.,

***?
-<^-

In sixths.

B major.

In octaves,-

X- < rap^^

In tenthsJ
U "*"^

tenths.J

In eixthsv
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Ff major
(G^ major)

In octaves

In tenths.

i 2 a 4

In stxtbs-J

D? jmajor
(CfVnajor).

In octaves.*

2 v X I X

-c-

In tenths.-

ggj

In sixths.
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A!? major. (

In octavcsx

^E^^^^^^^^
-̂» -S-

Id tenths.-

^Egt^Hgfaf/^#
l£gA gg-E~Z^

2z:

In sixths.-

g=?rr»--£g P̂5^= _—*—~—2-

-^5** §g=^§?gi

^^^Blgl^^g

E? major.

In octaves,-
d ^ft-if -*-*-*"*

1 V.^ -r-c-r —[.zrz^V *^q:
ygEfc £»^

In tenths,

-

ftte±^ gf^l_-r^^^g^-_j^5i*=V

In sixths,-,

(BTv^H ..*~t*£E££»**_. m
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tr
In octaves.-;

at*-

i

In tenths.

K .-**

In sixths,- g
^^^^^i^^p^

In tenths.

1^u^^p
****$?***.

In sixths. ^^Et-K^*
SSI£g:

In order to play the settles in thirds, refer to those >>* tenths, and hegm either an octave lower with the

right hand or an octave higher with the left, retaining the same Angering. AH the scales may be played over three

and four octaves, and with hoth hands an octave farther apart ; also with a contrary motion, which is executed hy

beginning with both hands in the middle of she key-hoard on one and the sanvc key, the fight hand then plAving

upwards, the left downwards, and so back again.
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THE MINOR SCALES.

A minor.

S^il^
E minor.

B minor.

--f^'f-f ^sa rnn bs

2 i r< i

FS minor.

CJ minor. iSiri^rillfeg^p
o-

sms1 ^^^^^^^^si^s^^^^3 ^^

GS minor *r#*&
(A>minor).

-^*Sffe
-c
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Eb minor
(Dffminor).

7 M

ri^f'wy*,- .—

„

§

B? minor. ^S^^M^Bpi
SS^^^^I

P minor.

C minor. ^^sgj^gp^

^mim%mm&^ zz

G minor.

^
^r

V*-*

D minor.
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In order to play the minor scales also in tenths and sixths, the commencement of every major scale of

similar title is to be observed. To play them in thirds, it is only necessary, as before in the major scales, to refer

to the tenths, which have to be begun either an octave lower with the right hand, or an octave higher with the left.

They are, like the tenths and sixths, to be played two octaves apart, and to be practised finally w*th the contrary

motion also, beginning with both hands in the centre of the key-uoarrt on the same note.

besides the way marked above, by which the sixth and seventh notes are raised in ascending, aod

lowered in descending, there is another method of forming the scale, by raisiog the seventh note alone, but leaving

the sixth unchanged, ascending as well as descending, according to the signature,—whereby the augmented second,

characteristic of the minor key, arises.

THE MINOR SCALES WITH MINOR SIXTHS AND MAJOR SEVENTHS

SAME ASCENDING AND DESCENDING.

A. minor;

I

AUGMENTED SbCONP BETVEBN ?1? and Gf.

£ minor.

B minor.

Augmented Shcond between Cfcj and T5^|.

^^fflEfl

Augmented Second between GQ and a£.^^^^a^Bfe

m

F2 minor. V=

Augmented Second between Djj and Ef,

wsMmmmmmmmm
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Aughbnted Second between Ah and BC,

Ct minor; &&=*m

mmmmmFm tti

AUGMENTED SECOND BETWEEN EJJ AND Fx» OR Fp AND GJ.

Augmented Second between B^ and Cx, or Cp and D^-
x..i —..* x s

DJt minor,
or

Eb minor/
wm?*£sm£m0m

r*0 M .

-K X
Z I 3

^^
Bt» minor,

- or
A|J minor.-

Augmented Second between Gj? and Ah, or Pf and Gx.

Itr c?

m*^u to=

F minor.

J

fe
f
£2E.

Augmented Second between D? and Eg.

ff5sfeE^ ^^^jg^
fes

Augmented Second between Ab and Bjl.

C minor. p^g^di^^sp



O minor.
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AUGMENTED SECOND BETWEEN E*> AND Fj.

,\ ?

D minor.

AUGMENTED Second between B> and Off.

CHROMATIC SCALES.

The lingering marked a, called the Punch, is the most useful; and is especially to be employed when a

firm and vigorous tone is required.

That marked o, called the English, is more suitable for passages that are to be played ligklly and

rapidly.

That marked c, the German or ntixed method, is the least used.

We recommend thej^Mt* for special study; advanced players may devote some time also to the second.

. T X f X X r i X t S 3 X > 3 X, 2 3IBX2JX32TX2I . , . ,. ,O-XJ ?X I? 4X I 9 X I XT 2 X 3 X 2 X „ —+-* T^*»"*7_ IX. 2X1X21 X'X^'XJXIXJf

f X » X T | X ' 2 I X J 3 X
f ? *X I 5 X f 2 f X .2 I Xx ix i a x 9

f£ 2i
"

'-atfj^g^ag^
To acquire the gradual swell of the chromatic scale, we cannot do better than to imitate on the piano the

soughing of ike wind. The beauty of the chromatic scale lies, even more than that of the diatonic scale, in the

gliding succession of notes; in the perfect connection of each link (or note) with the next: it should be impossible

to detect any break or j erk. For this reason it maybe recommended that the student play crescendo whilst pro-

ceeding upwards, and 4ecrescendo in going dowmoards. The most useful manner to practise chromatic scales,

however, is the one indicated above.

MAJOR AND MINOR SCALES IN THIRDS AND SIXTHS.

These must be practised exceedingly slowly, and with never-ceasing attention: the importance of Iht

utmost pliability in the movement of both hands should ever be kept in view.
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MAJOR SCALES.

The lingering here given for the scales of thirds and sixths is that which is most convenient for the

execution of these scales in an even and well-connected manner, when the player has perfectly overcome the

difficulty of using; the thumb with freedom on the black keys. (Compare with this mode of fingering the method

advocated in the Supplement to Car! Tausig's selection from Ciementi's » Gradus ad Parnassum.")

$ f
x '

(11

C major.

In thirds.

In sixths.*

* 4 X 4 9 1 * J 3 4 JXfJ
* X I ___ * 2 3 > X *"*-^ X J H * —a- X jf t 1 4

In sixths.

^^— —w^g-i ^gga-t^x-*^_ ._

—

a.*.*-*— * w i n *
i i *y J ^"^ w-L r—F faa*g—*^~ i—* 1 J rf **-E—x-i—»-r—x—

~ * W "J—I-*.-**-' *^>— 4—

x t * * 4?*
. * < x r * « * *

j * a * x

* The fingering of the scales of fourths (r. ii.) is almost the same as that of the scales of sixths; for instance i-

4 3 4
7 a i x i

S 9 t X
X X

P#pii#pii



D major- fEi£g51j

In thirdsX

t S 2 1 If I S B

rffe, H4U-^^^Jga^-iUH-m—n-«—n

i - —u^j^gas—^.^-j.ji^—^L^.^—i-a s_a-g->i-"i——jf-p-3-—jZ-^3i . _— —

.

-"> J X * * jj X P IS 4 «*? * » 4%•-X ->—a-2 a—a—g-x-y g—g-a*—g-^'*B—
.

* * * * I * $IT

wmmmm
In eixths.

•"> » X 3 a) K I B * « / / * X J~>i

j J3 ? *^ 2 3 J 9 3 J 7

fffs • 3 * TTs- * * * j 4 * * i rr-g
t 3 2 3

2 S X S 2 t S I £ J £ l
1 3 ?

In sixths.

P-V\ » X 3 3- v •'Xf ? S S 9 J X 2 J K l7^, *

| i U r . £ * * as * * ? a

9 3 13V34 XXa)X X * a.

< 3 *k 3 - 5 I £i./*«>.i£ I. ft * *
<\ — ** ,«--£|Sr-i J x * # f.—>—a-i>-*-r -f •#—-»-h- *r jf

•» x j * « r

,

* * a s *

« * ? x* ^ * £? **

In thirds-

In six
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B major-

in thirds-*

a a 2 3xaz
2 t X 2 s x r. m ). *

* 2 a x _*•? a t x I. ***. i x * "~ i^ r * * 4
2 r^6^-! J.X 9

— I X * n|H ' * * * .

^S^

In sixths.*

t x—^33^1 x x «> x x « 3 , x__t x I
a g jl .. —iAs^^S2~fg&rf>>-l—j^^-¥zl-g-n—;—

n

«^-
Sg^^P

Fj major.

In thirds.-

S
Tfp 5 5 * ' • • J 3 « '

« sTf* J

In sixths-

S4 4 3)3* f * i
' -* >< r x ^ x ) « < x__t x *

3 4 3 T __-• B a 3 X —*»'•# — X I 3 q-w,_( J 4 3

<t —?*—4ji— £5-^—- J —**—H-*-y4>*-X- # -X #* W-^ X—f—*"- £-*_ ! i

7<T M X 4 * 3 # 4 3 T X

*t

In sixths.

fV« t <y "€ S*" „ I * * » r s x t *-*$ x f x*
5 j

fi a *

5

s * * 5 *T * * * * *

2 M J X 4 * X > — > 5 J 4 Y » 4 a »
, , *4 X K-—

"

i 3 / X j -j? *" 4> j X r 3 t>fc_' X X * 3

^5<r . H *< -J* . « ' a * « T x --ir. j < x i

x ?



Ei> major.

In thirds.

r^-£E *~^k i a s f x . ., « . .,

?^
5 * * tfj * * * * * j a * 1

1

* * * /i\
(2) * *"

In sixths.K —jk£ > jl^.

u*=s<. F"r * ' iJ •±-J+-* r*« >; 7 '-W-J- ^r? 5SG *

in

B?

.33 I 3 1 t 9 3 a t
3 J x > 4 3 p > — x ' P * X-JXS
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F major. H#*

In thirds.

Id sixths

%L~«m
* ,-n

z*:

^M, p
55*

!*.£&!•3 4 J » ,— 4 3 * X — -+* -M- j* X I 3 4 . Sift,
' —' S*i J *»**> * r — -\m 1*W*""P ^-*»" — x X 4 ^-- ( X

§ggillli|#&
x p a *

X 7 4
3

THE MINOR SCALES.

A minor.

In thirds.-

£^£2~ £
t-fa

—

g* '^t-^l^J-<>-g'^4>-g=X-t-OX—*C«>-S-4» X-7=*-—fej^^_ I ——*—^—~JI

-*ii-i . n 5 *-3
r x_( x

In sixths.'

3»fjj w—~ --

>< J X 4 3 7

In sixths.

4 3 * ; *"« **-'ji X.T34 X^'X « J« ,

«*f« < j 2 r« «j Six si« t
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B minor

In thirds.*

J 9
I 1 X

j a a * * _ —
2 1X1 S^-^S-^

Z7
y^ass
13*?m

— . --^^^—-.-•izrj-i-Vi^-g-gifc *e x—2-»—a—*-»-«»g—x->~y.. &^»-J
*-3J£"r*x * x * 3 ml *" X ) 2 4 9 4 2 f x " 2 S » X j^^S

J 3 a * r
2 J 2

* * .

In. sixths.
ts

a i x x —»™ - X — ' — ., i X * J * ) a

^"*x s * * « 2 a * x x * 5 t x—

—

x

Fjt minor.

In thirds.^

a j» »• * x r _ s a 2 x -*»- <i x ? s ? h— x « a a

as
—"(T ? * x 2 s 2 " * / s a 111? * » * » ?> I

In sixths.

In thirdsJ ^ "* ~*^ ^~*

£*?*TT ' * * * iJ * * 1 2 i i *jf> a s x T^—•
I

' * * Z < *

«)

In sixths.-
m

> 3 i
(!)

* x r sU'T ' ' ".*'» ' * * * —- ' x « a

• 'J* > **"
I ' '
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.5 fifj
G£ minor.

In thirds.

i i T X tf*5i— >34J t X 1 I <

±= ~i—

In sixths.

2 3 •< a f x , — j»„— x i a •* '
4 « * x * six *-*i

(
*• *W-r- « ' i «

;

'**.*^'_- » * * *i *P~^*~ ' S^'-b—'r "»*»'£.'* 4S J? ' S 3

— -r—r —

1

1- j^ i <tP * M ' *~r:—r^'rf.. ' *j^
-7

t^SS3* X f 3 * ,) -**-*
7. X « a » * * T *-#J-—)H" X "^

I""Tx f a • V x a 4 4
» X * * 3 *
* 3

E!> minor.

In thirds.•<

% *7"* **"w

In sixths.

-

.2. X # S * £ I £ •* tf*>

* * ' • J.iSii I < a a 4
a * s r Z 4 s 1 x frm-*hm y- > 3 * x*x t a *a

s * x i x—i-£j s > x a'^H
~

'H A 1 * x ' **-- x (/.ii

^^?;
: _Og! t-' X I rl ' W + *w * x * x f»^-«*-W- x. ' X ' *-&?*

[

f 315?

B> minor.fls&5

In thirdsX

s .4 » i ,-- > s iu *»*-5-#-<UK * * r"»r^» R ? a ?

iji 3 a
a 4 ST,-,

3 2 3

In sixths.-

r

2X1 »A S 4 /. — 3 4X4 k 40*-
> ( x (.—-g£g. 'Li j,f X < ? . J^x f a
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g *l 4
2 1 a — 3 1 . 2 a

F minor.

In thirds."

In sixths.-

*> x * * ! J' W '» * * * ' *
k * a « a 4

C minor.

In thirds.

(!)

^j.^.

In sixths. <<

? j 1 x __—-sfl r ,x t .x t * . x j * ;? .

a : ^
t 4 4 3 T X~ 3*3 t f

1^

.

0) "* ***J
2 J

G minor. -

In thirds./

t=Ffm#sz

( 1 t i f! » » ii L ^ » , i i f J i '

3S
X *»=r

In sixths.

—-**—•—\***2—r~^--~i '• f • J w*«w i—•*—i~x-o „w.tt. i_>-T3^ ^.. r^&T»i: f
-—

-

BS£S*"j< x * % * tj -ff-T *x* a 3 4 * * * -*»J—t-^-i 5^*5 F

*?
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-*

«

ftpff

In sixths,-

4 £ St J S 4 S^X «tfX X 4 > X-l

I $$

r x 4 3.

1 X

Cf)

r C**3. JSP**"; i J ^Fh^*- *x t x *£•-;

SCALES IN OCTAVES.

Fingering for connected octaves, when (hey arc to be played slowly:

—

i I A -4 4 A
' V V ft

434J*£4£4£'f3'*i*iT -
lXXXXXXXXXX K ft X ft X S n

I IJJ-JjUJJJ I

££££ ^5^ .-M=^=^3^
Scale ofC major.

H+H-H-4^H
? A ft £

3 43 X X

*

w *3 4;
S^ XS4S 3 « X X _-*-

X X 4 3
4

. *
J

5
-j

When octave passages arc to be executed rapidly, the player must connect them as smoothly as possible,

by a skilful gliding of the thumb and fingers, and by using the second and third fingers on the Mack* keys, as well as

by passing the second and third fingers over the fourth (right hand ascending, left hand descending) and the fourth

finger under the third and second (right hand descending, left hand ascending).

(x s x x/

* 8 s S S j

S
£===3=*

Scale of Tip major

a^r ^
Scale of B major.

x » 4 "^x x « 4 a x j 4 a x * \ x « tt^* 1* x x x "— $ * * x »
<SJ) S" (I) * a I, 5 & 3 2S <"S3 ,J j 5
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CHROMATIC SCALES IN THIRDS, FOURTHS, FIFTHS, SIXTHS AND OCTAVES

Chromatic Thirds. (Chord of the Diminished Seventh.)

x it r 3

9 4
a a a

J?#^#HMS

(Compare with this fingering Chopin's Study, Op. 25, No. 6.)

Chromatic Fourths. (Chord of the Sixth.)

(?)
3 J

m̂ ^^^^^M^U^U^l,
£ 1

1

nnnn^3*
srrr^ f 1

f
r ^^i^M^t^^B =»;

Chromatic Fifths and Fourths. (Chnrd of the Diminished Seventh.)

I
i404#MMl^^f^fifeiyiis

r 4 * as 7T 1 "" x *t 4 3 4*4 X JT

'

* • * i
S + J z

Chromatic Sixths.

Z 3 4 * a a *
a 4 a t x x ui

5

A-

BI^gigSiMlgigiliSi^WWT', S 3 J ' —

I

5 i J i * * * »TT^ tjf- Sf ^
4 a * 3
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* e * s
1 X l X s *

X ' S_t—I—

J

* * * x i * 7 d .* 7 r x r x in ^^ H* 3 a 2 «»**XXXf X

Chromatic Octaves.
I 3

p^^i^#m&^j
isw^0Wmmis9

THE SHAKE.

We have said that the practice of the seal* gives smoothness and an agreeable tranquillity and steadiness

to the execution ami thus produces a feeling of satisfaction in the hearer. In like manner we may affirm that the

shake, more than any other device in the technical materia) of pianoforte-playing, gives lustre, brilliancy, and elegance.

A good shake is really one nf the brightest ornaments produced by executive skill. Anyone who is desirous to hear

a good example of th-c shskc nwy readily do so by listening attentively to the thrilling notes of a canary-bird ; ille

warbling, the brilliancy, and the freedom nf execution of this natural musician may well give us a lesson how to

perform a good shake. The shake is nothing more than a tremulous or vibratory movement. Strange to Bay, many
players who are able to execute a good, rich, and distinct tremolattdo movement do not excel in the shake itself; and
their failure arises from the simple reason that they do not allow sufficient freedom and play to the muscles, when
performing the shake. It is not sufficient to produce the shake from the fingers only; the whole hand must move in

a thoroughly easy and supple mannerfrom th* wrist, and thus the wrist and hand assist the fingers tn move rapidly

and easily. The evenness of a 'shake is of far greater importance than its actual rapidity; but it is evident that

when both qualities—evenness and rapidity—can be united, the result will prove thoroughly satisfactory The
following manner is advisable for practising the shake with both hands:—

&~nTtfrHTf1^TTTO-rff-&&&&#&&tfrrFrafrttesssg :

^^^^M^^r^m&^^
^rtrfr^^̂ ^^^^f^S^^^rfrFrf^^^^
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E&^[?r^»pgpi!g^
§

fr?f^i^»j^ggg^
&ffi

PagggggggfrfgggEggaggg

rqrs^fgff^frfrpfr^g

^frfTf^FfffjSr^^^v^afg^ gg^ge^r^f,^

m^t^B&!MMMM

^ ^^Tf^^^ggas^gos^^gg^^^rSP i

H^e£ ^p^^ff"r^fe*^g^ff

^ggj ^^^^^^^^g^gg^PffffCgg^;

1
assfi*^ ggs^j^^^^fig^F^^^'e^gTt

jpssî ^ s
,rfffr^<î ^^^^^ :̂^^^^f^f?̂ '*ffr'

'£&prlZB£Z"\~"-"~^

This "SKCreise ouglil to bfc poetised in a similar manner on all (He different keys, using the rhumb in the

black keys.
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The sign which indicates the shake is tr. If the shake is Co be continued, (lie modern composers add

the sign „^™ or tr. rtVW.. , exlendm-j over the line as far as the shake is to be continued. An example from

J. B. Cramer will best explain the sign and its execution :

—

. j, Lenta. I

J 1
,

-' - ^ pj=^^ 1 1— - --glH

J^-i .^-^
r^-" r**-,~__J K g^i —

.

-- - 1 - 1

_i 1 j £~ ! L

To be played thus :

„ Lenin.
J-*. .rf_j.

jgg.*ivfl'£»fw'i'*|-^;g^g ^^^s^ggg?^-,»*=?f^^gsgj

esfes ^i 3 -*- J=t

'[ggg^f^^

When a shake is very long, and the fingers tire, they may sometimes be changed ; but this resource shoulc

seldom be employed, as it deranges the position of the hand, and, if not very carefully managed, causes a jerky

expression.

SfJT^ifgipSOTgs-g :

X-l-l'Z'

ri2

A succession of shakes is le> be performed in the following manner:

—

tr

Kf
K1

Right

hftiid.

1
* - ''^^i^erj'A^L

&M-^~±± -
3zc=^=& J3 -^ A ^'AgJg

Left

hand I

*r-

_ „ tf
_ ca_ a

, .J—_ft , g 3
,

rg

—

.St-^^-jL-J^L-
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When many descending shakes succeed each other, the small notes of the terminations are suppressed

'excepting in the Us*), because the commencement of the Becond shake serves as the termination of the fust:

—

(tight hand.

1-eft hand.

(r.

f

4sf-
13 2 3 3 8

£2,
mill

ta
?mn

(S —^—•*- i

—*
n

Wr— »-x
f~J i——<7?

1r

—

jn n—^s>—

—

p==&
\ £> »-X-J-X- » -X— ?-X- > -X- 1 -X-

LJ-x-i-y-T-x-i-g-( J— ?——-u

Shakes in thirds are fingered in different ways ; for instance, thus ;

—

Pot i-a. £ §

gfffPfff SiH^
Shaken in fourths are fingered like shakes in sixths, thus :

—

Fftrn.n. & ?

Koi im. J

The mordmtc (or trill) is a brief shake indicated by ihe sign » placed above the pole on whf*h it is

to be used, and is sometimes executed with on-c and sometimes (in slow movements and old clavecin music

signed thus—M*f) with two turnsi thus :

—

CHORDS.

1. FIRM CHORDS.
The chief requisite for playing chords effectively is ihe possession of sufficient and! equal strength in all

the fingers. Whether the chord is formed of three, four, or five notes, the distinctness of the middle note or notes will

be always the essentialand most important point. It is but rarely that teachers are gratified by hearing their pupils

I'lay tjood, firm, and distinct chords. The modem tendency to play in the bro-ken or arpeggio manner has become
so generally diffused, that same performers seem to consider firm chords as altogether obsolete. The chord, when
firmly played, is the expression of determination, strength, and earnestness ; the broken chord, or the arpeggiando,

on the other hand, is the expression of softness, languor, despondency, and irresolution. The one may be likened
to the man. the other to the woman, in Milton's great epic ;

—

" I'm coniempiation he, ann" valour formed t

For softness »hc> and tweet attractive p;r^cc."



( 47 )

'("he reason why few performers excel in playing distinct and firm chords is to be found in the fact that

the majority of players do not raise the fingers high enough far striking the keys effectively down. The lingers

ought in this case to be regarded as hammers ; a decided, firm touch ought to leave no doubt as to the intention of

the player. The follo"wing position of the arm and hand for playing firm chorda is recommended ;

—

It may be advisable to bend the ringers a little whilst playing chords ; hy shortening our fingers we gain

in what may be called "the power of attack." An outstretched finger cannot exert so much nervous force as the bent

finger ; the outstretched finger touches the key with, the fleshy part; the bent finger with the harder tip, which, by the
help of the bone and nail, possesses greater power, and consequently gives more certainty, distinctness, and precision.

A firm chord must possess a certain tinging, vibrating quality ; but by all means let the performer carefully avoid

the besetting temptation to thump. Thumping, or the unregulated striking of the keys, causes the hammers to

touch the strings With, a sidelong motion, and produces a dry, muffled sound, without crispness or expression. Thus,

thumping produces merely noise; but a good, energetic, yet elastic pressing down of the keys shows power intelli-

gently applied. The beauty of the firm chord consists in its crispness and sonorous quality.

(Excellent examples ofthe splendid effect of firm chorda are to be foaad in theprestissimo of Beethoven's Rest Sonata; in the same
master^ Sonata (No. 23), Op. 57, Brat movement, seventeenth bar; and in his so-called Waldstcin Sonata (No. 21), Op. 53, last movement in

lM/f part, beginning after the minora. See also Schumann, Op. 13, Variation No. 3.)

II. ARPEGGIO CHORDS.

Arpeggio chords, or harp-like chords, are those in which the notes are struck consecutively, not simul-

taneously. The arpeggio or arpeggiando, particularly when applied to accompaniments, and executed in a soft,

delicate, and graceful manner, forms one of the greatest beauties of pianoforte-playing. Our great composers-

Bach, Haydn, Mozart, Beethoven, Mendelssohn, a^d Schumann—understood thoroughly how to avail themselves of

the really indescribable charm which the arpeggfo possesses ; bat they used this effect with moderation and dis-

cretion, not indiscriminately and extravagantly, as it is too frequently used at the present time. Like the scale, the

arpeggio requires evenness and smoothness to produce an agreeable effect. In compositions where the melody is

sustained and is half-hidden, as it were, like a beautiful face covered with a diaphanous veil, the performer can

exhibit the arpeggio to the best*advantage- The followingexamples will show the different effects of the arpeggio

:

—

Jon. Sebastian Bach (16S5—1750J.
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Gborou Fr. Handbc U6S5—1759*.m^MMm^^m^mm^^^m
=tfesj sb

^ # •tr-f

i » -* ^* -^ *- ** «* L

T1T. MoltoAlteSrV.

i±

Josesh Hayd* (1732—iBog>.

f ?,
? ^

er«. /

Ss
IV. W. A. Mojsakt O756—1791}-

f^i^iyteiiig^^pas^feiii
p

®mi <-,

Mrftirg
3*

/ p^^ 5
=r ? 3-

^gm^m^g^mm essays^
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v- Abhc jdsep« Gbwkisk (i;s7—1825}.

-. — ==rj I
1

I
I ill I |J_ ! I

»'» . ^

iS-XJ-W-

VI.

AXltgro.

^
Iohatk J,unwio DusRBK (1761—1812)-

^^jd=,^^^^^i
+ s

14.
=c r*^?r

t'Ci. mJ.
f

SP
-&

-q j.. '"Wa ^
-^- '- -g

VII. /1%r<?. Da(iI£1. StBIHHI-T (1764 lS23).

sps^fei

VIII. Motto AUtgro. Lt'Dwro Va« Bwbthovrn (1770

—

1837).

IX. Mcdtrato esprUtivO. John Baptist Crak«s (1771—1S58).
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X. AUtgro_
vivace. , P»

, ,
Johakk Mrp. Hvmmel 11778—1^37)

IT U tfr »— ' ' =ug=fr I .-

XI.
iVefca AlUgrO.

FSRDIJiAND Rlfi£ (17S4— 1S3S}.

m^^m i^ijgg^jpspE^ii
mmk$^=^m^mf mm m

XII. CiXOkges OaKcnw (17S4—JB53).

TScklZ:

T X

45gjg^^i^Kf^ j;&#^^
9

/

'I
w w

?***->-. 1 5=E
t

XIII-

S^ X ' X

C*hi. Mama vnt* VV'ered 1l7&fr—lS«Ii).

'"6
£^£££g~^^ jfT? r^j^^^^gg^
^ -zr
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XIV.
tfi-a,

C^kl-Czerny (1791— 1857,

Allegro. ^ £ ^ £ g I* N k" 1 1

j
p 1

J

I

^S S
£

*
Jl

fe£

!

XV. Allegro. Pclix Mendulksoiiii {1809— 1 S47).

P Uggitre,.

^^Hly^^^^i^l^^M^^^^g^T^^
XVI.

Allegro vivace.
1 x * r

1 3
FkCOCUJC CfloPtti (ififO—1649).

for -tt—>

-x—

1

3*S ?^
XVII. Wwm. RouukT Sckvmakk (i?io—1S5G).

XVIII. Fra^z Liszt IiBci—1.

3 ^
XXf * -^
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Jt T

fe=jl=^^
A

j»<
S)GJ3MUND TllALBESfl (ld)2— IS71).

ffe^Si 33

#^ gff

1

j rf^g^-fff^^ ffl 8 s
££*3

XX.

'"*"'
?<*.* £££< «-

£
s

Pit.

^R* : £ 5^

Aooi.PH Hesssi.i (1S14—).

\tm.M'

miS2 5E3ES 8ES3I

JfS 1
£ =g^

XXI. Allegro vivace Tkbodope Homier (1814—1855)..

^ ^ * g ¥ &
=» 6

r

/~ Mtladia marcato.s&mm ^® sfeeiE^?B^F^W^gT=^=&

lag ;. =: rg l. — ->: F -!-*: .... JiJ ... , , ,
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The number of pianoforte effects derived from the arpeggio is truly astonishing. As preliminary or

preparatory studies for the correct/ even, und fluent execution of broken chords, the following examples may be

recommended. To save space only one stave is filled up ; the fingering above the notes is to be taken by the

fight, that under the notes by (he left hand :

—

* * '. 5 3 *

I i ? k 1 I

5 S ? S * 5 * ? T 1 i i 1 £
i * S .-« « 4 -* <

4

W-^vM^SSSi&
' X, 4 S X

^r I 9 4 X 4 -+-2 -JT- 3 4 ;> , ff I X 4 T—

;

T rr—- X 4 1 X
*> r j < x m^w—^ . * i a m . i—« ' -F- * ' « s * " " ' j a x ( 3 * x i *-—-"M * a x i

T 2 4 X

* *** {-H-r fc^ ' " *
*

, , x , i^L-2-i VTJ- £.' A-' TTT? *-JL«_£ . x - .

u j p _ _ • v * q 4 * .» • _ : _ L i j w > i ! ..

XT * 2 7 X. * V 1X43
1X42

1X43

X JI * g
» X «• 2

a j x s r t x 4t

*
1 X •* 8 3 4 X 7 -

;—- ^^»— .1 - 5< I *5»-J-
*. * * * * * " ' 3 4

' * * * x T r-nrrTTx r

X T * J* * - v.~ s- 1 -

3 4 X I

3 « X I

•* x > » * 2 *- 2-at-l 4 a X 1 4

f * * i f i 4 a -a "T

The following examples are more diflicult of execution:

—

X. t J 4 4 4 4 1 3 X

4 t 3 X X?T< TT
4 <

J 3 X 4 5- > T*X3 3 X -« T ^- 3^ ?*X 3 r >

* *— h»—f*—Ti*"— '- •—#1— ' '— (~- « -
j y # I ••I——M-^ —/>—«/—•

) 4 X * x < J x « j a

x < ? a Z> 4 •*>• < i 4 "'""S. -*- a
-.* i I

" " " x •? ? ? x g / * 4 *-> ^ i -#- -«- a ^_i ^- 4 . < f a X

—f— n i n——i—s—f *? •n-T-ii f-f-y-x* i —' ' j-^^-.j- 1 -.««- Mr # r j n
•/ * X 8 I ' £ -«*• 3 i i 4 ) / X X * 1 4 I I

I
3 -4F-
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The following studies are recommended for acquiring facility in all possible kinds of arpeggio playing *—

Clementi's " Gradus ad Paroassum," Nos. 12, 24, 30.

Cramer's " Exercises" (Peters' Edition), Nos. 5, 12, 15, 18, 21, 23, 24, 27, 33, 30, 46, 56.

Caerny's " L'Art dc delier left Doigts," Op. 740, Nos. 2, 6, 12, 14, 15, «G, 31, 36, 46, 47, 50.

For extended arpeggios, see Chopin's " Studies/' Op. 10, Nos. i and 1 1 ; Op. 25, Xos. 1 and 12 ; and the

"Studies" of Ferdinand Hiller, Ignaz Moscheles, Stephen Ilclkr, Sigismund Thalberg, Ludwig Berger, Franz

Lisrt, &c. All these " Studies," however, are for more advanced performers 1 for beginners, the * Twelve

Arpeggio Studies" by A. Krause are very recommendable.

TREMGLO EXERCISES.
In these exercises the key is struck—i, with a somewhat extended finger and in an elastic manner:

a, without such extension! each finger being moved downwards and raised as usual.
:ixjji«j?<XKix > x 1 x

.—&rr-.jJK.t*x-i-x-t-X )-x-H»f«x-*-x

—

ri—3-z2z2<z-2-zLrXrt -i-y.-P-}-Xz—r, -•*—»—rv--i -." "if i u >-x->-x-t -x-i-x
j

i i.it-f.x^-.

—(-X-1-*
-f-^-t-X,-T-X-?-X"

•j-K-r-x—

g^^^rt^aa^^#ii^^^^^^^^
", x r x a V x S V x

^^^^^•^•^^l^^^^^^^^^gs^^^
^^^U^^^m^^m^R^^^^^^
^^^^^ppM^-^^^^j^^fys^^

? SitlP^£*^m
c ? x inxn fX3?fXSf .. _ _ ^ |_.

aai x a ? ( x

igggjgfljffil

©RS
> X S? f X 8*

) X * X f X

gFPFff^^^^^^^g^^
flg—X-f.

IX IX r x f x
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s ' x a s f x

STUDIES IN THIRDS.
In playing thirds, fourths, and sixths, gteat care must be taken to raise the two finders to an equal height,

and to strike their respective notes at the same instant, so that not the slightest separation of the double notes may

be perceptibte. In the beginning, the following exercises muBt be playetf slowly and deliberately:—

2 fl * 3 SB » * SB 4 S S 4 < « S 4

^^f^^l^^^P^^^^
£g^g=g^^PH^^g^^Pi

j^^^^^^^^^^^fe^^g
\^m&^gmr?s^sm

i s 3 « an 2 H * 9 4 S^^^m^m^m^^m^^^m^m
mm^m^^mmfm^mfm^m^mm
U III f 3 J

ri""

<

r
1 fTj 1 Jul i i m X

^^P^PeH^ =1
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CONNECTED FOURTHS.

In exercises on connected fourths,a smooth, equal, suppls, and elastic position and movement is still moio

required than in the playing of thirds. The greatest attention should be bestowed on acquiring a steady move-

ment of the thumb ; all the following examples mvst be learned in the strictly legato style ; all jumping, jerking, or

slovenliness must be rigorously avoided :—

'

3
mmtzmzm^^

J535^£&££2%G^

STUDIES IN SIXTHS.

An even and distinct performance of sixths is very difficult for players with small hands. The greatest

attention is to be bestowed on the movement of the third finger. Sixths, played legato, must be performed with an

entirely free and natural movement from the wrist. Only persons endowed with extraordinarily large hands can

pfay sixths with a motionless wrist.

A* a preliminary exercise for stretching the fingers, the following may be useful i—

Kight Hand.
n r^~-1 r J i J
r^

-^*Wi—-r
4=fc

-g-i-f-g*—d-
I X 1 X _J

Left Hand,

4 J 4 « 4

The semibrevfl must be firmly held down.

The. student having now carefully mastered the foregoing exercises, the following are to be taken :o hand.

The execution must be slow and careful ; and again, particular care is to be bestowed upon Ike third finger.

These eight examples are afterwards to he transposed and practised in. all the different keys.
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After having sufficiently strengthened the fingers by these preliminary exercises, the student may proceed

to the following; examples :

—

mkmag&&s*&^§FqgQ$gm

$J5

0mmi^^^^
fegipllillS^sl

.These examples ought also to be transposed into different keys with the same fingering.

For teaching the method of practising thirds, connected fourths and sixths, Carl Czemy's Toccata, Op. gz,

in C major, is invaluable.

OCTAVE-PLAYING.

The effective execution of octaves is one of the chief tests of a really good performer ; for octave-playing

requires not only great skill in manipulation, and a swift and smooth movement of the arm, but also a complete

freedom of the wrist, with a certain amount of real and positive pfiyska) strength. The fingers ought to be kept

always at the same distance from the keys, and should act with the quickness and suddenness of a steel spring.

For an efficient and smooth legato execution it is indispensable to use the third finger on all the black keys ; but

performers who have large hands will find it very convenient and useful occasionally to employ also the second

finger or. the black keys. The thumb mustbe kept as closely as possible to the key; it ought to slide, to creep along.

In slow passages it will be found advantageous to supplement the fourth with the third (or, if possible, the third

with the second) finger, as this method ensures a greater continuity and smoothness of expression. The student

ought also to try to obtain a kind of undulating movement of the hands; for this gives trie fingers
-

a motion

completely independent of the arm, and thus adds to the smoothness and evenness of execution.

Staccato octave-playing is, however, subject to quite different conditions. Two systems may be employed.

The first consists in playing with a stiff elbow and stifffingers ; the second, in playing with a completely free and

loose wrist. The first method produces a clearer execution, which, however, may be deficient in tone, and is apt to

betray the weak point of the pianoforte as an instrument—namely, the percussion sound
; the second method will

produce a richer, more sonorous tone (sometimes also a quicker execution), but with less distinctness.
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We kiv€ a few examples to be practised from the wrist i

—

i*-*i«^ *,

The following examples are to be practised in both manners; 6rat from the wrist, secondly with a stifl.

hand. In the second manner (he time must be rather slower than in the first ; and throughout, the fourth finger oi

the right hand is to he used on the upper notes, the fourth of the left on the lower notes :

—

E
x x x x

, v v
—* L-.——>

* ^J
...... X- X X

X X X XXXX
X X X

£ #£

I —IP—^—#—

i

» . £££ 2*U »^_l»=

From the wrist :—

t^^ien ^^-jj.«y. ia^" -9—M

^^

wm^^^^^
i'rom the wrist »nd also with a stiff haiui i in the latter case, the fourth finger of the right hand fot all

(he upper keys, the fourth of the left for all the lower keys t

—

t L* 4 4,1

^Trf^FfebliiXgr^! ca^

**• « « -T 4 * S *
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The following example combines both manners :

—

131JillJTTl

3 rrp
g^^^i5=2 i

fim. fDO$£. firm. loots.

lijj
J^!4s

As exceedingly useful studies the following: are recommended :

—

dementi's " Gradus ad Parneaaum," No. 65 (Tausig's Edition, No. 26).

Czemy's No. 33 of Op. 740.

Moscheles' " Study in E fiat minor,*' Op. ?a.

Hummel's Op. 125, No. S.

Hummel'a Op. 18 (the latter part of the FintAsia)

Kessler's No. 8.

Hitler's Nos. i, 5, 24.

Chopin's Op. 2$, Xo. 10.

Beethoven's Op. 54 (First Movement J.

PART-PLAYING.

This department of pianoforte- playing is really the most difficult of all, as it requires absolute inde-

pendence. It demands an individuality for each finger; but at the same time, proficiency in part-playing is an

indispensable qualification for every performer anxious to do justice to the great works of our illustrious classical

composers. Sebastian Bach's Fugues. Haydn's, Mozart's, and Beethoven's beautiful Slow Movements, one and all

require a perfect independence of the five lingers in each hand for bringing out the manifold and subtle points

m the composition, and for the just interpretation of the composer's meaningaml intention. The following examples

will elucidate the nature of part-playing; ;

—

U Andante. =.$0 Johakn Sbbastian }*ach (16B5—1750).
This to he treated like a Soprano part.

mmmmmmm-
pThh to be treated like a Contralto; fuller and

richer than the Soprano part.

zr^rzrrr

^^^^^g^^^^B
This ha* to be kept subordinate to the others, but perfectly distinct and accurate.
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u

SpSplS^^P
W. A. Mqjart (1756—1791)-

^UJ-JTJJ3 1 J , /^ J-

^

This example requires a striking difference of tone-quality in the quaver and the crotchet passages.

III. L. van Beethoven (1770—1827).

^*''"-J^^r^

This example explains itself. r ?
r rrrrf

IV-

Andaple- Cakl Maria von Wbdsr (17S6—i8z6).

^^^^^^^^&^^m^^^^m
\ J en

fr

¥=m$ mm
r r I r

$

^^fe^^^^^^^^p
The part indicated by Weber as Uma must be played with a richer tor.e than the accompaniment ii

semiquavers.
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V * MaUmta. (J= tl6.^ John Baptists Ctt.utBR (1771—1858).

dolct.
wm z^i

.j » ft
#

;
*>-

T X it X I J ! '1 1 i X X_. X J
^pr

<S ^ .3^^D.
t x a x txia

£itss:

*T
3

d *
•=r

if 1

The part a should be played with a full, rich tone ; b in a kind of murmuring manner; c distinct, but not too

prominent ; d full and very sonorous.

Among the best preliminary studies for part-playing arc Sebastian Bach's fifteen two-part Inventions

and fifteen three-part Symphonies, Algo in Handel's Suites (for instance, the Suite in D minor, the Air with

Variations), and in Rameau's and Coupcrin's pieces, many beautiful examples of part-playing, or the polyphonic

style, are to be found. An unlimited number of beautiful examples in this style are also contained in Haydn's,

Mozart's, and Beethoven's works.

MODERN ORNAMENTS AND GRACES.
The small notes which serve as ornaments to a melody are the appoggiatura, the acciaccalvra

(crushing), the slide, the gruppetto or turn, the shake, and the mordente or transient shake. (Concerning the

shake and mordettte, see ihe chapter on the Shake.)

Appoggiaturas and acciaccaturas are small single notes, resembling eaeh other, but differing in the mode

of performance.

The appoggiatura, which is never more distant from the principal note than a tone above or a semitone

below 3t (unless where it is a mere repetition of the preceding note), usually divides the time with the principal

note.

.Thus, j , L . ^
is performed J ' t , 1 —M _ 1-

= teg 1 rrj l=^=grfrr5 i=±
thus gr^*up mi^m

Acciaccaturas, slides and groups oftwo or three notes are placed immediately before the principal note.

Groups of small notes.

In the old school it was understood that they should share in the time with the principal note—but they are

now to be played quickly and lightly, before the time of the large note. ,

I** 1 performed

thus :

ft ft jh
not thus
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The turn (gruppetto) is composed of two, three, or four notes, ascending or descending, which should be

closely united with the principal note, except in slow expressive passages, when it may often be played much

slower with goad effect*

This passage A Uegro
'5S

An abbreviation is sometimes used to express the above turn, thus, rsj ; and Hummel recommends that

when the turn is to begin with the lower note and to ascend, it should be written thus £,

Descending turn. Ascending turn.

i

"f-
. .* 7*1..._

—

pTr? nw -- ' "I
cp~—

W Effect. Effect,

[f the highest or lowest note oi a turn requires a J, b. or jj, these signs are placed over or under the

abbreviation.

1
3__!

*

t*

l5»p=I=H^ s
jA

Played thus. Played thus. Played thus.

Groups of four small notes, ascending or descending, often terminate with the note on which they have

commenced : there arc, however, exceptions to this rule :— \

&
u
* <Jj?3

, „ jam
Except)o»-

The embellishment or grace ought always to be played more delicately than the passage which it is intended

to adorn or embellish. In modern pianoforte music the ornaments are generally written in smaller notes, thus

implying that the tone, like the print, ought to be diminished. The following example is from Chopin i
—

8w.,

P
fr-fe-££" ^_

3*^?
BEI

?

£
fatitatissi.

t==t

£
ff

l'or embellishments, manners or graces of older music, see page 69.
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UNEVEN NOTES.

Almost every student finds it very difficult to play a group of two notes together with uric of three, or'

one of four with another of six, six with tight, Of eight with twelve ; generally the effect produced suggests the

idea of limping, or of a jerky or spasmodic movement. This difficulty can he overcome when the four and si*

notes, for instance, are played together exceedingly slowly. An example will explain the mode of proceeding:

—

L. van Bhutkovbn (1770—1827).

I
-7

:- f -g- f -»- r iaj£m -•*- M£ i^£^
The student counts, in the right hand part, six semiquavers to each crotchet ; in the -left hand! however,

only four. The following is the result ;

—

12 34 66 12 84 fiA 13 3* AS 13 31 SB 19 34. SA 12 34 M
S»* V»* *»• ^w- O *w* V "-mf S»* *' *—> \^i --

It cannot be too strongly recommended to the student to examine and analyse all such points with

extreme care and deliberation. This very process of learning slowly, of examining 'and Analysing the figure, assists

the student's ear in music as much as the magnifying glass helps the eye of the scientific student of nature,

in becoming; acquainted with the mrinutia: of an object.

THE USE OP THE PEDALS.

The use of the pedal on the right, sometimes called the " loud pedal," is to raise from the strings the

dampers, which check the vibrations of the sound, and consequently, to inoresse the volume of the tone. It is

therefore evident that the pedal ought strictly only be applied for passages of one harmony, care being: taken to

release it whenever the harmony changes, Dr when the passages are composed of notes in either diatonic or

chromatic succession.

The pedat on the left, called the "soft pe<tal" by shifting the key-board, causes the hammer to strike one
wire or string Less than the usual number* If used properly, and if assisted by a delicate touch, it produces a most
excellent effect ; if the performer, however, does not reduce the power of touch when using the pedal, it will do great

harm to the instrument, besides producing a nasal, muffled tone, which becomes monotonous and wearisome.

The music of the modern school, abounding in modulation, obliges the foot to be kept in almost perpetual

motion, and therefore easily puts the pedal out of order. The pedals ought to be pressed down so gently that

this movement of the foot is perfectly inaudible.

Pedals ought never to be used for thej?rstf practice. Many performers who are deficient in precision, cor-

rectness, and clearness; conceal their want of skill by means of the loud pedal. The result is, however, a mere

confused noise—a kind of musical chaos, which at once acts most detrimentally on the progress of (he student and
fatigues the listener.



( *4 )

In staccato passages the pedals ought never to be used, for the simple reason that by using them tl*e staccato

ceases to have the effect of delachcd notes-

These are merely the chief principles for the proper use of the pedals ; the limits of our ireatise do not

allow us to go into details. The student who. desires to become acquainted with a rational use of the pedals is

advised to look carefully through Beethoven's Sonatas, beginning with Op. 27 (the so-called Moonlight Sonata),

Moscheles' Studies, Op. 70, Thalberg's Fantasias, Chopin's Nocturnes, Mendelssohn's Songs without Words, and

Liszt's Transcriptions of Schubert's Songs.

FINGERING.

The fingcritig ought to be practical, and ought thoroughly to accommodate itself to the peculiarities ot

the construction of the hand \ it is therefore almost impossible to lay down strict rules for fingering. One general

rule is certainly that, as the whole system of pianoforte-playing is founded upon the scale, the fingering ought to

approach as much as may be to the scale itself. The fingering for broken chords is absolutely the same as that

used for firm chords ; in mixed passages, the performer has to find out the structure of the chord to determine the

system of fingering. For example

—

Fittcsring for targe hands.

) $ X I X J u — •& W I .82 ••»• -.,* 1*9*

For small han
X 3 1 *

x a s «

in passages like the following—

-

==w&^&m k^Mfc--.fe^

the fingering becomes evident, through the sequences.

In passages like this (Beethoven, Op. 7}

—

* x I*

the fingering a will best suit weak hands ; that marked b is practical for stronger hands.

In passages like the following

—

h C5-"* C^^-j j 4 3 e £ » -as x t 3 xn
the fingering a will be found best for small and weak hands ; b for hands of a larger size ; c for large and very

powerful hands.

A very ingenious mode of fingering is given by Chopin :—

£• jg ¥&&&&*** 1 x 1
... ix-—

-
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[odeed, the mode of taking the third finger after the fourth in ascending, and the fourth after the third in descending,

M% jgjy^l

indispensable for the proper execution of Sebastian Each's Fugnea, is also very necessary in modem music. An

excellent example of this mode of fingering is given in Chopin's *' Study in. A minor," Op. 10, No. 2. Further

excellent examples of the practical, systematic, and thoughtful application of fingering arc, amongst others, to be

found in Johann Sebastian Bach's "Suites," edited by Griepenkerl ; in Csemy'S "School of Velocity," Op. «3g, and

"I/Art dc dfilier tea Doigts," Op- 740; in Moschelea' "Studies," Op. 70; in Liszt's "Caprices," after Paganini;

and in Hummel's " Studies," Op. 125. The following few hints as to general principles to be observed will be

found useful:—
In the use of the fingers let the player be guided by the construction of his hand, which should always

keep its natural position.

The fingering for pieces which demand a rapid execution must be laid down according to strict rules, and

ought to be in harmony with the rhythmical accent to be given. Take for an example Chopin's " Study No. 4,"

Op- 10.

The same finger ought not to bs used upon two adjacent keys, when the tones are to be connected.

Exceptions may be found in part-playing, for instance in four-part fugues. The thumb should be freely employed

on black keya, when by this means a uniform execution can be obtained.

For pianissimo passages a md$ fingering should always be taken, as any constraint upon the muscles

might interfere with that supple and easy movement of the hand which is indispensable for soft playing.

Let the player diligently practise the quiet changing of the fingers upon a single key. We give an

example by Dr. Schumann :

—

Right
band.

£

21

JX TX JX

V^ &£
»* 1 XI Xf , I -ft- *2 *2 V-;^ -,-*_ - -, xi X) , . "r*

*«-' f3,

IT > >> > > i*. f

Right \ a il
h"d- 4 j A 1 J. J i=J=^W^£3=£
9

i ± wwm
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V.-ON PRACTISING.

Practising is not merely a mechanical work, but has also an intellectual phase which, when properly

developed, produces good fruit, in saving time and trouble, and in a readier achievement of the wished-for result.

The first condition for a good and useful practice is a judicious apportioning of the time at the pupil's disposal.

Taking the minimum of time that can with any good result be devoted to pianoforte-practice, namely, one full hour

daily, we would recommend the following distribution :

—

MLnut«$,

Technical exercises—scales ... — — ... .... .... ... .... ... 10

Study ... - .,. - 15

Classical piece, one movement of a Sonata, or a single classical piece 25 *

A lighter piece (drawing-room music) ... ... -» ... •— .,, ... ... 10

60 = 1 houi.

If the student intends to devote his life to the musical art, four hours daily are indispensable. The first

division of this period of four hours ought not to exceed two full hours, These two hours might be apportioned in

the following manner :—
Minutes.

Technical exercises—scales, single or double ... - ... ... ... 30

Studies „ ... 30

Sonata or Concerto ... ... ... - 4°

Lighter piece {drawing-room piece) ..1 ,±. ,.± 20

120 =2 hours.

The amateur student will generally find a little spare time in the afternoon, say forty-five minutes;

these forty-five minutes ought to be used thus :—
Minutes.

Playing through the study learnt in the morning, with repetition of oneortwo learnt before 10

Classical piece, with repetition of one or two movements learnt before 20

Reading at sight or playing from memory ... ... ... ... ... ... ... 15

45 minuter

The professional student may use the second portion of his day's practice, the two afternoon hours, in the

following manner :

—

Minutes.

Technical Exercises ... ... ... ... ... ... ... ... ... 20

Studies 20

Sonata or Concerto ... 30

Repetition of former pieces ... ... ,., ... .,. ... ... ... .,. 20

Exercising the memory or reading at siglit ., 30

120= 2 hours.

Every piece, study, sonata, conceito, &c„ ought to be analysed, so to say prepared for practice ; the most

difficult parts, previously carefully fingered, to be attacked first ; the melodious parts to be played every time with

proper expression. The technical passages have to be practised without pedal, and in moderate, even slow time.

Whilst practising, every sign of expression has to be carefully attended to.

An absolutely even balance between the physical and mental powers, with regard to health and vigour, is

necessary for a satisfactory practice. It is not the quantity, but the quality of practice that ensures progress. A
merely mechanical or thoughtless exercise of the fingers may strengthen the muscles and sinews, but will not pro-

duce real progress; only when the intellect initiates, assists, and directs the mechanical practice, can a satisfactory

progies? be attained
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The following maxims of Schumann may be taken as a general guide for practice i-

" Never jingle. Play with, steady application, and always finish the piece.

"Tardiness and hurry are both great faults.

" Take paina, and play e-a&y pieces well and neatly : better this, than an indifferent performance of

difficult ones.

" Play always as if a master were listening/*

I have here to add some personal advice for the student ; it is as follows :—

Consider technical exercise-? as the daily physical exercise which is necessary to keep- you in health.

Always come to your lesson with honest goodwill, and with a sincere desire to advance and to improve.

Do not get hold of the notion that your teacher finds fault with you for the mere sake of fault-finding.

Always be assured that ultimate success will ensue, if you give yourself the trouble to work for it; success

may be deferred, but it will come at last.

Remember that a good composition is worthy of a good practice.

Regularity, system, and precision are not only excellent general qualities, but may he reckoned among
the principal conditions that ensure a useful practice and guarantee a successful performance.

Do not stammer through your practice ; if you stumble in a passage, leave off at once ; then attack the

obstacle again and again, til) you manage to overcome it effectually.

Mind and body must both be vigorous when you practise. If you feel unwell, better leave off for awnilc

until you have recovered.

Make yourself acquainted with the lives .and portraits of the classical composers. Your interest in them

will thus be heightened, and you will seem to meet them in their works.

VL—FEELING ;—EXPRESSION-
Although feeling emanates from the heart, and cannot be reduced to mathematical rules, there are general

laws of interpretation which even the most enthusiastic and sympathetic person must recognise and obey. The
outward means for exhibiting feeling an<t expression arc by playing soft (piano) and loud (Jbrte), increasing the

tone (crescendo) and diminishing its force (decrescendo or diminuendo), sustaining the notes (legato), playing them

in a short unconnected manner (staccato);—to pliy with great quickness (allegro) or slowly (adagio or andante), to

hurry or accelerate the movement (accelerando or 3tringe>ido)t or to lessen and decrease the movement (ritemtto or

rallentando). For the distinctness and comprehension of the time and the structure of a phrase, the appearance of a

melody, the peculiarity ofa harmony, accents are indispensable. To keep strict time is another necessity for playing

with feeling; the individual feeling of the performer must be -"subordinated to the original intention of the composer.

All exaggeration in feeling leads to caricature; and by the repeated application of the same mode of

expression to different subjects the style deteriorates into mannerism. An exaggerated accent may entirely spoil

the beauty of a figure ; for instance, if the following passage of the Finale of Beethoven's Sonata, Op. 26, were

recommended by the teacher to be played, for the sake of distinctness, with a gentle accent on the first note of the

grouj> of four, thus—

m<"*sr-*~

and the pupil were to perform it thus

—

this would be exaggeration. The real beauty and effect of the crescendo and decrescendo, the accelerando and

ritetutto, consist in their well-defined and carefully-weighed gradations, in their regulated growth and decline, in

their increasing animation, and almost imperceptible return to calmness and quiet.

Anachronism in feeling is another, great mistake. No player has a rigtit to introduce into a piece a feeling

incompatible with tho period in which it was written. If we were to play a oimple, unpretentious, yet charming
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Gavotte of Sebastian Bach with the same fire, energy and dash which it is quite right to infuse into the execution

of Weber's brilliant Polacca in E major—if we were to play Handel's "Harmonious Blacksmith " in the same style

as Thalberg's " Home, sweet home "—this would be anachronism ; because wc should be employing certain means

tvhich the state of the instrument in Bach's time did not admit, and therefore those effects could not have

possibly entered Into the composer's mind and intention.

Even if wc do not go so fur as to lay down as a rule that the soft pedal ought not to be used for delicate

passages in Scarlatti's, Rameau's, Bach's and Handel's works, for the reason that the pedal was invented at a

much later period than that in which they wrote, we must protest against the growing and pernicious fashion

of substituting for the venerable, quiet, sedate and dignified expression of these masters, the modem, rather

exaggerated, and sometimes spasmodic character which most of the present performers consider the exponent of

real feeling. " Regard ii as something abominable" says Dr. Schumann, " to meddle with the pieces ofgood writers,

either by alteration, by omission, or by the introduction of new-fangled ornaments. This is the greatest indignity you

can inflict on art,"

VII—THE DIFFERENT SIGNS OF EXPRESSION.

Largo
t slow.

Largketto, less slow.

Lento, lingering.

Grave, heavy.

Adagio, less slow and broad than Largo,

Andantino, rather slow.

Andante, slow, but with movement.

Allegretto, cheerfully.

Moderate, moderately.

Allegro, lively.

Vivace, with animation,

Vivacissimo, fiery,

Presto, very quick.

Prestissimo, as fast as possible.

Assai, very. (Allegro assai, very quick.)

Un poco, a little,

Un poeo piil, a little more.

Meiio, less.

Non iroppo, not too much.

Motto, much,

> or 'i over the note, means 5/, (sforzaio) or

rfz. (rinfonata), strengthened. This sign is

used for single notes only.

p, piano, soft.

PP, pianissimo, very soft.

flift mexxo forte, halMoud.

f, forte, loud.

ff, fortissimo, very loud.

fp, the first note loud, the others soft; for example

execution

Crcsc*, Crescendo, increasing.

Decresc,, decrescersdo, decreasing1

.

Dim., diminuendo, diminishing.

Accelerando, accelerating.

Maneando, diminishing*

Caiando, getting more quiet.

Stnorzando, dying away.

—
.

from soft to loud,

tz^=— from toud to soft.

The sign for staccato, detached, is :

—

staccato.

m~£r£f~^SS
1 r 1 i

OT Staccatimmo,

executed s^B^S
The sign for legato {bound, sustained) is

:

S ^m
Ten., tejtitto, held, means to sustain a single note.

M, M. (Maelzel's Metronome).

J— 4Ot0«r= 69. Largo.

+ — 72 to 0= 96.

y=icoto #=126.
J= j.2.6 to J= 152.

V"-r 160 to = 184.

J=t84to J =^208.

Larghetto.

Adagio.

Andante*

A llegro.

Presto.
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VIII -GRACES AND MANNERS, AS EMPLOYED IN OLDER
CLAVECIN MUSIC-

Francois Couperm (1713).

Sign- ^ A, *

i
§

^ l\w

ITi:

d=t
_£i

Execution.

^^i^^^pzjq^r
-|^^

1 1

:E^ Hgg^ ^^_^

Sign. ^w <-^ .

fe
Jg—*.

£T

=£
^t

T^ +

s:
— fr^f

rt*£
+ +"

.Execution.

Sign.
tr~

a-
3

•=+ 3^: =S

. Execution.

ff

r-*4
ff^rrrr^rlffr?^^

„Sign. ^ J. P. Raubau (1731).

vv>
-^- £

Execution.

Sign.m
9 P^^^^^fl^ p=E £

Execution. ^u^-fS^rf—A^ ^^^rf1Bzd|xC±l

Sign.

1
C. Ph. Ewan. Bach (17.87).

Trcmblcmcnf on the- Clavichord.
W

IHa—

—

Iba ^
Execution-

2^: ^
tr

^ >— » ^=E^H
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IX.—THE NECESSARY CONDITIONS FOR A GOOD PERFORMANCE.
Technical execution is certainly one of the indispensable attributes of good pianoforte-playing. All the

performer's enthusiasm, fire, feeling, and fancy will not Avail him effectually to conceal mechanical deficiencies
f

and the style of his playing must, without the possession of a certain technical efficiency, remain broken, spasmodic,

in short, imperfect. Technical execution represents, bo to speak, the dress in which the performance appears clad.

Let a thought or a sentiment be ever so grand or true, if the words in which the thought or sentiment is clothed

are weaW, mean, and inadequate, the impression left will be comparatively feeble and transient. This also holds

good with regard to technical execution ; so long as neatness, clearness, and evenness arc wanting) the car will

never be completely please<1 ; we may be gratified by the " reading " of single passages, but we cannot experience

a thorough satisfaction at the performance generally*

" Above all things," says Mozart, " a player should possess a quiet and steady hand, the natural lightness,

smoothness, and gliding rapidity of which is so developed, that the passages flow like oil. .... all notes, graces,

accents, &c, most be brooght out with fitting expression and taste. .... In passages, we can leave some notes

to their fate, and no one may notice it ; but is that good ?

"

A conscientious and faithful regard to all terms, signs of expression, indications of changes in the time

given by the composer, is strictly necessary ; so is also an artistic refinement that seeks out patiently and carefully

all the hidden beauties ; an energetic will that does not grudge the time and trouble to try over and over to find

out the best mode of fingering, the most comprehensible and clear style of playing ; and a never-ending zeal by

which the performer may be said to identify himself with the composer, and which enables him to present the work

in a natural, thoroughly comprehensible, an<l entirely satisfactory manner.

X.—THE ORDINARY FAULTS IN A PERFORMANCE.
The faults most frequently found in pianoforte-playing consist in exaggeration of feeling and expression, in

too strong or even vehement accentuation, and in want of rhythmical feeling, indistinctness of execution, a

continual change of time, hurrying or dragging the time; slurring, an indiscriminate use of the pedal, thumping,

want of evenness in the movements of the hand, the habit of throwing the body about and of flinging the hands

into the air; lack of accuracy and faithfulness in interpreting the original text, interpolation of strange passages,

changing the terms of expression given by the composer; unnecessary doubling of the notes where the author

desires single notes, playing in octaves the notes with the little ringer indistinctly, and last, not least, playing

chords in the arpeggiando manner where firm chords are indicated. All these are faults worthy of serious censure,

and should be carefully avoided.

XL—ON READING AT SIGHT.
The art of reading music at sight ought to be studied actor-ding" to the rational principles of general reading:

The child first leams the alphabet ; the letters are represented in music by the notes. The next step is to put

together syllables ; these syllables are in music represented by the intervals {struck together). A step further brings

the child to spelling the entire word ; in music the chord is the word. Taking an average we might say that an

ordinary piece, such as children of seven to ten years generally play, is made up of from ten to twenty chords. The
frequent appearance of such chords ag tfic seventh, the 6-<j chord, and others most in use, leads by degrees (c such

an intimate acquaintance with these chords, that ahe child soon knows the face or physiognomy of each one,

recognises it at once on its reappearance, and is saved the trouble of reading out all the notes, of which the said

chord consists. A composition is roa<1c up of chords and figures—which figures are again scales and broken chords;

a slower figure is the melody itself. The following may be designated as the rules which have to be observed for

reading at sight, before we begin the piece, it is indispensable to make ourselves familiar, first, with the lime

;

secondly, witfi the key ; and thirdly, with the figures and passages that occur in the piece.
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Krom this superficial glance the following roles result ; first, if the time is very slow, we have to find out

whether we count crotchets or quaveis ; secondly, if the key is a difficult one (In five or six sharps or flats), we must

impress on our memory most particularly the third and again the leading notes of each key ; wc should once or

twice play the principal scale and the relative minor (or major) scale, and finally the scale of the lower or higher

dominant of the principal key ; thirdly, as regards the passages and figures of the piece, we ought, before beginning

(0 play the piece, to look over each and every onu of itt> pages, as it may happen that the first pages contain only

simple And easy matter, and ft more difficult passage may quite unexpectedly make its appearance. "Should anyone

place a composition before you to play For the first time, look it through previously," says Schumann. In reading,

we ought to advance regularly and quietly. There is no use in stopping; when a mistake has been made, and returning

to a passage that has been missed ; for this would be in fact practising, not reading nor should the reader ever he

afraid of breaking down. With a good hearty will, with a self-concentration that shuts him out from all that is

going on around him, and with his faculties bent on the matter before him, the reader most proceed regularly and

systematically. Economy is a chief attribute of reading. By this we understand the faculty of avoiding unneces-

sary dwelling on what has already been read. There arc hundreds ofpassages that consist merely of repetitions, or

are variations of one particular chord ; we may, for instance, take a chord of the seventh like ja^=sE~ This chord,

consisting of four different notes, namely, j(JQ'
,-,.-- c?

,

—
allows of four different positions, namely,

fi\. £^~.
^ ~ After a short time the attentive student will recognise and remember these different

tJ

positions, and will become acquainted with their design ; so that he has merely to read the first of the four notes, the

three remaining notes falling; into their places quite naturally, especially if either hand guarantses the harmony. Jusl

so it is with scales- The practised eye detects at on.ee, assisted in this by the other simultaneous parts, whether the

scale is a major or minor one, whether it is intermixed with other figures, such as turns, &c. Where it is merely a

simple scale, only the starting notes have to be read, and the eye has to glance at the top or finishing note ; thus

the reading of perhtps thirty or forty notes is Saved. Still easier is it with chromatic scales, as of these we read the

lowest -and highest notes only. To gain confidence For reading at sight, it is well always to take an easy piece for

practice in reading, a piece not onlj* easy as to technical execution, but also in a simple key, such as one or two
sharps, and two or three flats. The practice of reading at sight ought to be regularly kept up, and this practice

ought So be associated with the greatest variety of material to> be read. Different kinds of styles ought to be

selected. If the student has |he opportunity and the leisure to read a piece over a second time, he will deem it a

duty to play it better than the first time; the third time it will go better than the second ; indeed, we might describe

the stages of development in successive reading at sight thus :—
First reading—a\l the notes have to be played.

Second reading—the accents and terms of expression are to be correctly given.

Third reading—the spirit and general expression of the piece can be produced.

Playing at sight is a kind of economic musical knowledge, and the following conditions are necessary fur

it : first i a good grounding in technical execution ; secondly, a regular and systematic knowledge of fingering

;

thirdly, a cheerful and ready disposition; and fourthly, undivided attention and concentration of the mind c*n the

work in hand.

XIL—EXERCISES ;—STUDIES,

The Exercise may be defined as a figure or passage that is to be repeated over and over again without

any variation in the harmony or melody ; its object is to impart technical facility. The Study, on the other hand,

is a short musical piece which presents the figures of .the exercise in a variety of designs. Thus, the cxerci&e may
he termed the raw material, the study tne manufactured article.
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Among the technical exercises that combine thoroughness with a systematically arranged design in

gradual development, we strongly recommend:

—

Plaidy, Louis, "Technical Studied"

Knorr, Julius, " Materiatien ftlr das mechanische

Klsvierepiel.''

Hera, H., "Gammes et exercices."

KOhler, L„ " Technische Materialien ;
" Op. 370.

Czerny, C, " Forty Daily Exercises."

M tiller, A. F„, " Instructive lJuunjjastticke."

Among the studies for beginners, we recommend :

—

Banner, C. T., Op. 41a.

Chwatal, F. X., Op. 105.

Czerny, Carl, Op. 139.

Schmitt, Aloys., Op. 16.

Clcmenti, Muzio, " Preludes and Exercises.
1 '

K#h!er, L., Op. 151 ; Op. 50 ; Op. 152.

Bcrens, H., Op. 61 ; Op. 73; Op. 79 (for children).

Gurlitt, C, Op. 50, 51, 52, and 53.

Kmgf D„ Op, 213.

Enckhausen, Op, 63.

Czemy, C, Op. 353.

Duvernoy. J. B., Op. 176.

Lemoine. Op. 37.

Czemy, C, 0?. -299, "School of Velocity,

B«rtini, II., Op. 100.

Heller, S., Op. 4.7.

Loschbom, A., Op. 66. . .

Ftw more advanced performers :

—

Heller, S., Op. 45 ; Op. 46.

Krause, A., Op. 2.

Bertini, H., Op. 29 ; Op. 3a.

Czemy, C, Op. 740.

Gmnd, C, Op. 23.

Clementi, Toccata in B flat.

Pollini, F., Toccata, in G major.

Onslow, G.| Toccata in C major.

Czerny, C, Op gz ; Toccata in C major-

Mayer, Carl, Toccata in E major.

Moschetes, I., Op. 73.

Bach, J. S., Fifteen Inventiones; Fifteen Symphonies

Mailer, A. E., Caprices (1—15).

Cramer, J. B., « Studio."

Clemenli, M., "Gradus ad Pamassum."

Mayer, Carl, Op. 200 ; Op. 119.

Kcsslcr, J-, Op. 20.

Dflring, Op. 24 ; Op. 30, « Rhythmical Studies."

Kdhlcr, L., Op. 128, " New School of Velocity."

LSschhoro, A., Op. 67.

For very advanced performers :—

Kfihler, L>, Op. £12.

Czemy,C.," The School ofthe Legatoand Staccato."

Heller, S., Op. 16.

Seeling, H., Op. 10.

Hillcr, F. f Op. 15.

Taubert, W., Op. 40.

Goldschmidt, 0., 0|>. 13.

Bennett, W. S., Op. 11.

Berger, L., Op. 12 ; Op. 22.

Moschetes, I., Op. 70.

Knlkbrcnner, F., Op. 145.

Chopin, F., Op. jo.; Op. 25.

Moscheles, I„ 0]>. 93.

Hcnselt, A., Op. 2 ; Op. 5.

Schumann, R,, Op. r3 ; Toccata, Op. 7.

Dohlcr, T., "Twelve Studies,"

Thalberg, 5„ Op. 26; "Three Studies."

Schumann, R., " Palatum's Caprices," Op. 3; Op. 10.

Mendelssohn, F. , Op. 35, "Preludes and Fugles;"

"Three Studies;" "Three Preludes."

Bach, J. S., " FDrty*eight Preludes and Fugues."

Liszt, P., " Three Studies ;
" " Six Caprices <1e

Paganini;" "Etudes d'une Execution trans-

cendante.* 1

" New Gradus ad Pamassum : One Hundred Studies

by different Composers."



i73)

XIII -THE ORDER IN WHICH THE SONATAS OF OUR CLASSICAL
MASTERS SHOULD BE STUDIED.

Emanuel Bach (Edition of Lcuckart in Leipzig, or in Farrcnc's *'Tre80r du Pianists *')•

Sonatinas by Clement*.

Sonatinas by Kuhlau.

Sonatas by Haydn.

Sonatas by Itozart. As the number of Mozart's Sonatas differ in the various editions, the thematic

beginning is here given t—

A Ikgro.

"" rt' '" c>
if^j-F^piN3
*J dotal

Allegro

s=e£

No. I, in C.

No. 17, an P.

No. 2, in F.

Alltgre assai.
w*

Athgro

^s^§
No- l8> 3n B *-fy*$&—j~

| 1 j~l ^'
,;=

T
=
^

Alhgro moitrato.

Allegro.

No'***** pi§ £E£i
p

Alkgro.

tr

No- 3, '"*'^^^^^^i

Allegro

* * in Dt-^5^^^-r
f

• LU^

£- 4. <* jjggggggg^^
AtUgrocon spirilo.

tefrirt -^^^4C^«Z
£fe£
?

No

Alkgro con spirito, *

***** ^=j^^^^N^
^ K&wfe graxiosD.

No.„,inA.j|||

tr p
Allegro maestosojm maestoso

" * in A ^S^SSgp^E

Atiagio-

m
•at? c^|^|pli^gg

/ *>

AfoJto alkgro.

Ko. 50, in Bt>.jfeggfefegfeeq
Allegro.

No. 6, in D.

No- iz> in F.

2
AlUgro. tr

No. is, in P. SjpJE

-4 Ikgr-o. ^
Sonatas by Clement*.

Sonatas by Dogsek.

.3 ,
Caprices by A. K. Miiller,

Sonatas by J. N. Hummel.

'^^^1
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Sonatas by Beethoven, Nos. 19,20, 25, 9, 10, 1, 2, 3, 6, 5, 7, 8, 4, Ii; 15, 12, 13, 14, 16, 17, 18.

Sonatas by C. M« von Weber, Nos. 1, 4, 3, 2.

Sonatas by Franz Schubert, Nos. 3,4, a, 5, 7, 1, 8, 6, 10, 9

Sonatas by Beethoven, Nas. 22, 21, 24, 23, 27, 26, 2S, 30, 31, 32, 29.

N.E.—For beginners the excellent easy Sonatas by A, Kraosc, Taubert, and C. Reincckc offer valcaiile

material.

XIV -CLASSIFICATION OF COMPOSERS; THEIR STYLES AND
SCHOOLS.

The number af composers who have written for the clavecin or harpsichord, and later for the pianoforte,

is extraordinarily large. The oldest writers were almost atl organists ; and it is therefore natural ihat their

compositions for the keyed chamber instrument recall to same extent the great exponent of Church music, the

organ. Domenico Scarlatti (1683—
1 757) was the composer who initialed a more lively, brilliant style. Couperin

again (1668— 1733) wrote in a mare polished manner than that of his predecessors; his compositions arc

characteristic pieces. He calls them " little portraits and recollections of persons or events I desired to fix by a

musical expression in my memory." (Cauperin'a Works, 1713 r Paris.) Sebastian Bach enlarged the domain of

the clavichord in a remarkable degree. His French and English Suites, his Partitas, Toccatas, Fanta3tas,

Preludes, and Fugues, &c, are immortal bequests of a powerful genius. In the two collections of Handel's works

for the clavecin wc find many valuable pieces. The Sonata, realty a condensed Suite, was invented by Kuhnau

(1667

—

*J>2)> and soon came into general favour; it was greatly improved by Emanuel Bach, whose period of

chief activity as a composer coincided with the invention of the pianoforte. Haydn (J732—1809) enriched it with

new and charming effects ; Mozart (1756—'1791) in his turn made a step in advance of Haydn. In the eighteenth

century. Italy could boast of very clever composers—Galuppi (1703—1785). Martini (1706—1784), Paradies (1712

—

179S)-—who wrote some interesting and effective Sonatas. It was, however, Clement] (1752—1832) who initiated

the so-called technical school, which, through his pupils, John Field (178a—7837), John B. Cramer {1771—1858),

A, A, Klengel (1784—1852), and L. Berger (*777—1&39)» became universally influential, and advanced the

technical execution on the pianoforte in a very great degree. The incomparable Sonatas and other pianoforte*

works of Ludwig van Beethoven (1770— *827) towered above all the compositions of his contemporaries; although

it must be owned that we not only owe to Carl Maria von Weber (1786—1826) some very fine creations, but also

have to thank him for several highly important innovations in point of effect. The composers J. L. Dussek

(1765—1812), D. Stcibclt (1764—1823), Woclfl (1772—1812), J- N. Hummel (1778—1837), and Ferdinand Ries

(1784—183S) contributed many valuable works to the catalogue of pianoforte music. The clever and ingenious

Ignaz Moscheles (1794—1870), the industrious and elegant Frederick Kalkbrenncr (1784—1849), Henri Hers

I1805—}, the indefatigable educationist Carl Czcrny (1791—1857), the French composer Henri Bertini (1798—1876}/

and the efficient English musician Cipriani Potter {1792—1871) each and all helped to farther the progress of

pianoforte playing. Franz Schubert (1797—1828), Felix Mendelssohn- Bartholdy (1809— 1847), Frederic Chopin

(1810—1849), an(^ Robert Schumann (1810—1856) presented such fine and intellectual works, that many of the

preceding composers, once valued and popular, fell into comparative oblivion ; while the eminent ami really

astonishing feats of technical execution by Sigismund Thalbcrg (1812—1871) and Franz Liszt (1811—) seem Co have

shown the culminating point attainable in mechanical manipulation. Under their hands the pianoforte, formerly

a modest chamber instrument, was actually transformed into a chamber orchestra. Wc most mention also the

graceful composers Wilhelm Taubcrt (1811—), Ferdinand Hilkr (1811—), Adolph Henselt {1814—), Stephen Heller

{1815—), Niels \V*. Gade (1817—), the genial Anton Rubinstein (1S29—), the great scholar Johannes Brahms

(1833—), and the gentle and poelical William Sterndale Bennett ( 181C— 1875), each of whom has given us interesting

and valuable works. We might continue to swell the list indefinitely, by the enumeration of many distinguished

namea ; but such a process would overstep the limits of this work,

With regard to the different styles \vhich the lilcraturc of the clavecin and pianoforte can show, we may
say that 2t first we find a rigorous style, beiny a natural consequence of the fact that the composers and performers
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were organists. Through Sebastian Bach, Scarlatti, Ramcau, Coupcrin, A freer style was introduced ; the influence

of vocal music made itself felt tc a certain degree in the domain of the clavecin, and we meet with a lyrical

expression finely represented in the compositions of Emanuel Bach, Joseph Haydn, and Wolfgang Mozart, The

Sonatas of Beethoven, demanding for their grand and noble ideas much greater mechanical means, resulted in a

sympttonh style. The dramatic predilections of Weber influenced also his pianoforte works ; and in his Concert-

stuck and four Sonatas we may trace a dramatic style ; at the same time Weber may claim the merit of having

suggested the romantic style, in which Schubert, Mendelssohn, Chqpin, Schumann, Liszt, Henselt, ami Heller

excelled.

In considering the schools, we may venture to say that a technical and again a more strictly musical

tendency is perceptible since the second half of the eighteenth century ; the difference of these two schools is

most clearly found, by a comparison of dementi's compositions with those of Mozart, Without entering into

details, it may be said that generally those composers who wrote both for the Opera and the Church inclined more

towards what, in default of abetter expression, must be called a musical tendency; whilst those composers who

were executive artists on the clavecin and pianoforte excelled more in the technical school- A few exceptions

e*ist—Johann Sebastian Bachi \V. A. Mo2art, Ludwig van Beethoven, Carl Maria von Weber, and Mendelssohn.

XV.—CONCLUDING REMARKS.

We have examined and discussed the principal rules and laws that regulate good pianoforte-playing ; and

have seen that pianoforte'playing has a scientific side. The term "scientific" may appear affected or strained ; yet

we may remark that to play realty and truly in an artistic manner, so as to .render full justice to the authors we
have to represent on our instrument, is an achievement requiring a somewhat closer and more rigorous attention

than would at first seem requisite. The richer the sobject) the more intellectual *he composition we have to interpret'

(he more difficult becomes our task ; and, indeed, any one who sits down to play a Sonata of Beethoven or any

masterpiece in music before an intelligent audience, has undertaken a task which involves a certain definite and

serious responsibility. "We set up" (wc arc quoting some remarks of L. Kohlcr in his " Clavicruntcrricht "") " the

lifeless notes before our eyes. Not only have we to go through the mechanical labour of reading'—we have lo briny

to bear all the power of our intellectual faculties, which must be concentrated on the music before us ; we have tc

be quick to appreciate all the fine points, all the beauties of the work. It is our privilege to interpret many a

charni which to the inexperienced or hasty player remains a mystery, A refined performer will have all his.

sympathies and his capability aroused by a good piece, physically as well as mentally. The intellectual anr

technical features of the piece will awaken a corresponding movement in the intellect and in the technical

power of the performer, to give them life and expression. The soul of the piece lies in its leading thought ; its

structure or outward form is displayed in the time and the rhythmical expression ; its warm blood is represented in

the ready and fluent musical life thai circulates through it; its nerves are shown in those particular expressive

lights and shadows, those innumerable accents which are necessary to give the proper expression to harmony*

melody, and rhythm. Thus we see that there is, in a good piece, a real life like that of the performer, and that it

is absolutely necessary for an adequate interpretation of a master-work that the performer should possess 'high and

varied qualities."

Mt>*art said in his quaint manner ; *'Mr« things are necessary for a good performer;" and he pointed

signi licantly to his head, to his heart, and to the tips of his fingers as symbolical of understanding, sympathy, and

technical readiness. And truly Mozart was right ; intellect, feeling, and technical execution must be united if a really

good performance is to be the result ; if ihe technical execution is guided by the intellect and warmed hy the feeling,

the key-hoard will cease to be merely a dead and cold mechanical contrivance. By the warm touch of the finger the

key must, as it were, be transformed into the tdnc itself; and not the keys, but the tones they produce must be felt by

the player. The lomch of the finger represents the intellectuality at whose command the tone springs forth at the
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APPENDIX.

THE PIANOFORTE AND ITS PREDECESSORS.

Tiia instruments that may be considered as the forerunners of the pianoforte were (he clavichord, the clavicytherium, the

virgins], (he harpsichord, and (he spinet. The names claoicembah, cembaiot clavecin, elavicymbst arc Italian, French, and

German expressions equivalent to KielJfSgei (quill-wing), the wing-shaped harpsichord- There js no evidence to place the

invention of the clavichord before that of the harpsichord, or vies vcrs&. Both appear early in the fifteenth century, and not

before. During the epoch of (heTudcrs there is, in various records, frequent mention, of these instruments and also of (he

virginals, as this name was generally written. In Italy, the Netherlands, France, and Germany there is contemporary

mention of them, together with the spinel, which scarcely differed from the virginal. Reference tD the clavicytherium

is more rare ; but from description we learn that it was an upright harpsichord, a likeness to which can be traced

at least approximately in the upright grand pianofort-c made in the early year;, of this century. The pretty Jacobean or

Queen Anne spinel was purely English, and was a short harpsichord, just as a boudoir grand is a short grand piano, but with

a modification of out Mac that gave it a graceful instead of a dumpy appearance. In all the harpsichord family the method of

production of the tone and effect was identical ; the amount of tone only varying with the nnmber of strings brought into ose,

and the capacity of the sound-board of each instrument.

HtHDEL'S IIASP&tCHQRO. 'PAIR Oi' "PiaolNAL'J." QUP.EM AWNH SPINET.

1

These illustrations represent the harpsichord, the virginal, and a Jacobean spinet ; the two former being drawn from

instruments in the South Kensington Museum , the last from an instrument in the possession Df the eminent pianoforte-makers.

Messrs* John Broadwood and Sons.

Like the pianoforte, harpsichords and clavichords have wire strings, sound-boards, and keys or levers that

raxsc the contrivance by which the strings arc made lo vibrate. The harpsichord and spinet family accomplish

this by means of a mechanical plectrum called a "jack." The drawing- represents duc, with the wooden upright,

the projection of crowquill to twang the string in passing upward to make it vibrate, and the little cloth damper

to s*op the vibralion when the jack is lowered, as (he key returns to its state of rest. .

The clavichord was made to give forth music by an even simpler contrivance, the tone-producer being

nothing more than a little brass upright fastened into the key, almost a pin, which pressed against the suing
when the key was lowered, and set it in vibration from the point of contact to the bridge on the sound-board.

The back portion of the siring was rendered mute through the interweaving of a cloth that prevented its

vibrating also. Necessarily the tone was very feeble, but it was expressive j and the clavichord was Bach's

favourite instrument for study. His second son, Carl Philipp Emanuel, was a much esteemed performer

on it. The use of the clavichord in Germany only went out when the older instrument was superseded by the
square pianoforte, which, while it had the same 6hape and appearance, possessed extended means Df effect

and veiy much more power- Besides, the square piano had not the disadvantage under which the clavichord

laboured, that of being played out of tune by too much pressure on the keys.

The German name for the clavichord, Clavur, became transferred to its succcaBor the square
pianoforte, and indeed was used to express any keyed stringed instrument ; while the name Fl&gcl, which
had designated the harpsichord, became similarly transferred to the grand pianoforte-

>
vjsoikaLAKO

i

DAfci'SiCHOSO

JACK.
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The harpsichord was inexpressive and incapable of accent. To remedy these defects, many graces in varieties of

the grupptlto, appoggiatttra, and sfuttte were freely employed to preserve the plastic contour of the melody. The most

celebrated makers of the harpsichord were the Riicfcers family of Antwerp, about a.d. 1600—1650, and later the rival Swiss

makers, Shudi (properly Tschudi) and Kirkman, about 1730— 1770, in London, whose instruments were larger and more powerful

than the Antwerp harpsichords.

The first pianofortes were ma-Je at the begiaoing of the eighteenth century by Bartolommeo Cristofori, a l'aduan

harpsichord -maker attached to the Court in Florence. In the year 1711 he had already made four. Criatofori called his

invention " gr&vicesnboto col piauv e forte*" In 1716 one Marius submitted in Paris models far a pianoforte that were, however,

of no practical value. Turning to Germany, where the pianoforte was afterwards developed by Gottfried Silbermann, we

find Christoph Gottlieb Schroter in 172 1 submitting two models for pianoforte-hammer actions to the Elector of Saxony, one

ofwhieh i» said to have come into the hands of the said Silbermann, who was a famous organ-builder at Freiberg in Saxony,

and who manufactured a pianoforte, somewhere about 172& However, these instruments were far from competing with the

harpsichords then made, as, subsequent to this, Frederick the Great, who had patronised Silbermann for pianofortes, had two

Wpsicliords from Tschudi (the (bunder of the Rroadwood house) in T^ondon ; these arc still in the new Palace at Potsdam. It

?A» Stein of Augsburg who brought the pianoforte up to the requirements of Mozart; and Mozart entirely adopted it for his

<eyed-instrument compositions.

About 1766, some German workmen came to London to make pianofortes, traditionally twelve in number, whence they

were remembered in the workshops as tho Twelve Apostles. Two of these workmen made a reputation—̂ umpc and Pohlmann.
Some of their little square pianos are still existing. One by 2umpe, dated 17GG, that belonged to Sir George Smarti has

enharmonic notes, that is, keys for the sharps as well as for the fiats ; thus dividing the octave into seventeen instead of the

usual chromatic twelve.

Soon after this, Americus Backers, assisted by John Broadwood (Tschodi's son-in-law and successor) and Robert

Stodart, devoting their skill to the new instrument, made the first grand pianofortes in this country; while Mozio Clemcnti,

divining with the instinct of genius its character, differing from that of the harpsiehord, established that fame as a pianist

that gave hint las position as the Father of Pianoforte-playing. France was at first supplied from England with pianofortes,

but was soon relieved from that dependence by the mechanical talent of Sebastian Erard, an Alsatian, in fact a German, as
were PI eye], Roller, and other eminent Parisian makers.

The extension of the compass in keyed stringed instruments has gone on step by step with then* enlargement, and the

successive additions to their strength. The earliest clavichords snd clavecins had no more than three or three and a half

o.tavca, several keys in the clavichord often directing their tangents to a single string. These were designated as geliiaitien

tboondii About the beginning of the eighteenth century they were made lanAJni (bond-free), with a key to each siring,

and such a elaviehord John Sebastian Bach had. Examination of his clavichord works shows that he had about iour octaves
c -*-

*t command, from 1s> . to ;fj» . But even then spinets were made in England with five octaves. Mozart's

pianoforte had five octaves :feL_ to ^g pod Clementi'c had no more till about 1793, when five and a half octaves

f -5: c ywere gamed by going up to the next C. In 1796 appeared the first piano with sis octaves, from 5g —
to y- - —

and thin compass was that of the grand pianoforte given by Messrs. Rroadwood to Beethoven in 1817, the one he used for the
rest of Ills life. The general introduction of 3 six-octave eompaas, whether from C to C or F to P, was not until iBii, when the
nix and a half octave compass also came in. The gradual extension 10 seven octaves by G, and then A, upwards, and to the
lowestA downwards, was not everywhere completed until iBsr. Since then, an extension to a yet higher C has been added by
some makers; but the extreme notes of the scale at either end have so little musical value that the coat ia not repaid by the
result. Now 3s to the pedals, the square pianos of Zuaipe (1766—176?) had register-stops next the left hand, by which the
dampers could be raised in two portions- Mozart, in hi? correspondence, described Stein's piano as having these slops placed
ro be worked by the performer's knees. Pedals for the feet were used in harosichorda to combine stops, anterior to 1780

;

but the pianoforte pedals as now used, were introduced in 17S3. The dampers, or sordini, were long divided into two
parts, the damper pedat-foot being cleft, that pressure on either half .should raise the corresponding- half of the dampers.
When a shifting soft pedal was introduced, it was arra-nged that it should shift the hammers from contact with three strings
to two strings, and ultimately to one siring, at the pleasure of the performer ; indications for which exist in some of Beethoven's
Sonatas (see Op. mi). Before the pianoforte gained much power, attempts were made lo combine it with the harpsichord and
organ, and pedals were added to attach a drum or bell, a lute stop, or the imitation of a bassoon , but these appliances were
all too insignificant in musical value to last, or deserve mare now than passing mention.



VOCABULARY
OP

TECHNICAL TERMS AND EXPRESSIONS
CO I- 1< EC? ED WITH T[IE

PIANOFORTE.
The following abbreviations are osed: £n, (English). Fr. (French), Get. (German), Gr. (Greek), It. {Julian), Lot. (Latin),

Pol- (Polish), S>. (Spanish).

[It.) With despondency—self-abandonment.

An accompsniuicnti

Abbandonasi

Abbandono. con

Abbreviature (It.) Abbreviations.

A capriccJo [It.) At will; according lo out fancy.

Accelerando {It.) Gradually increasing in velocity oi quickness.

of time.

Acciaccature (It.) Froro oceiaceart, lo croth, to qoash. A kind

of arpeggio, formerly used in clitviec and organ music.

AccompagnamentO (/(.)'

AccDmpagnement (Pr.)

Accord {Fr.) A chord.

AccorcWe (II.) To tone.

Acbteln ote (Ger.) A quaver.

Adagio (It.) From atingiare, to test; a very slow degree of

movement.

Adagio 3S3B1
) ,_ , „

, ilTi )
Very slow.

raolto y * J

••—- cantabile. Vciy slow and in a sinking style.—— patetjeo. Slow, with pathetic expression.

aosicnato. A sustained stow degree of time.

AdaglssirOO (It.) Exceedingly slow- This term is bat rarely used.

Ad libijiim [Let.) At will ; nt discretion.

A due (El.) For two voices. (See, for example, Mendelssohn'4

" Songs without Words," No. 31.)

A dur (GW.) The key ofA major,

Afletto, con

AflctWoeamente
|
{!(.) With tenderness and pathetic feeling.

AffcttUO30

Affrcttandok ,_
. „ r \ii.) Accelerating, increasing the time.

Agilita, con {/(.) With lightness sad agility.

Agitata (It.) With agitation.

Agrfmeots (Fr.) The graces, embellishments.

A>r (F^.) An sir or pong,

Ais «?«-.) A|L

A)

l
TS') To the, or In the style of.

AJU

Alio,

Atbamblatler [Ger.) Album leaves; short pieces

Alia brrvc (Hi) A quick kind ofcommon time.

marcia. In the style of a inarch.

Alia polacca. In the style of a polonaise. (See Weber's Variations,

" Vieni, Darin* bella.")

-—- Tedesca, In thestvleofa German slow v&lse. (S« Beethoven's

Variations, •• La Stessa.")
*

—

"

Tiirca. In the Turkish style. (Mozart's A minor Sonata.)

—— soppn. In a constrained and limping style.

AH 1 itntico (/(.) In the ancient style. (Sec Ilomvoel'S Op. toS.)

Espagnnola. In the Spanish style. (Set Spehr'B Oaet for

Piano and Violin,]

——- Inglese. In the English style.- Kstliana. In the Italian style.

Allegramente (Ft.) With quickness, with cheerfulness.

Allegretto (Ft.) Quick, but less quick than allegro.

Allegretto schetsando (/i.) Moderately playful.

AHegtezza (/*.) Joys eon atltgnem, with joy,

A)!cgris3imo (It.) Extremely quick.

Allegro (jt.) Cheerful, joyful ; therefore lively, quick.

Allegro agitato (/(.) Brisk, with agitation.

^^^ as-aai. Very quick.

—-— comoda. Com fo«ably, conveniently quick.

coo brio. Quick, with brilliancy*

con fuoco, Quick, wilh fire and energy,

• '— COrl rnoto. Quick, with a good deal of movement.

^^— con spirito. Quick, with Spirit.—— di bravura. Quick, with dashing and brilliant execution.

^—— furioso. Quick;, with fury.

grasioso. Quick, but graceful.

— ma non presto.

^—^ ma nonuoppo.j
molto. Very quick,

•••— veloce. Quick, with rapidity.

^^— vivace. With vivacity.

——— vivo. Quick, with briskness and animation.

Allcrosinde (».) The German dance movement need in Soites and

Partitas. Common time.

AH' in" pro wist a III.) In an extemporaneous manner.

AH' ottava (it.) In (he octave.

Al rigore di tempo (St.) In strict time.

Al SCgnO (It.) From the sign ; mostly ^ Generally to be found

in minuets or scherzos, in order to save unnecessary en*

graving, (5«» for example, Beethoven's Soo«na, Op. 14.

No. i.l

Qaick, bat not to excess.
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(Ji.) Other.

(!{.) In an affectionate, tender manner.

Ajta (/(.J Higher. OfAtpa afffl, ao octave higher. : encraJIy marked

thu& 8**-"

AltemativO (It) Alternating. (S» Bach'a« English Suite," 2 and 3.)

Altra

Attn)

^
I (if.) With amiability. (Sit Beethoven's Op. no.)

Atoabilita.eooJ
1

'

A m«za voce (/(.) In a subdued woe.

A moll (Gar.) A minor.

Amore, con

Anorevole

Am rosam?n tc

Amoroso

AnacreontJeo (it.) in the Bacchanalian style : sometimes for

drinking songs.

Ancora (Ji.) Again ; once more.

Andante (/(.) From andart, to walk. Means aeoft andquict move-

ment, which must., however, not be. dragging.

Andante anettuosQ (//.) Slow, but with pathetic expression

.

-— eamabile. Stow, in a singing style.

. con moto. Slow, with a certain movement.—— graiioso- Slow, with a graceful expression.

maestoso. Slaw, with majesty,

^^—^— rion troppo. Slow, but not too much bo.

pastorale. Slow, with a simple, natural, or pastor*]

expression.

Andaoiino (It.) Really slower than Andante, although (he term ta

generally used for " quicker than Andante."

Anfang (Gar.) The beginning.

Aoglaise (Fr.) The tune, in an English style, used in country-

dances and in some suites* Mftltieson divides the Anglaises'

into (1) country dances, (2) ballads, and {}) hornpipes. (5'*

hie " Volkommener Capellmeister," page 3go.)

Anhaog- (Gtr.) A supplement.

Aoiroa, conj

Animate > \H.\ In a spirited, animated manner,

Animoso j

AnScbJag (Gtr.) The touch.

Antic0, all' (li.) In the ancient style.

A piaeere (/(.) At the pleasure of the performer; the eame ae ad
libitum

.

A poco a poco (It.) By degrees; by little and little.

Appassionato {II.) With passionate, intense feeling.

Applicatur {Gtr.) The fingering,

AppogRlato (It,) Dwelt on. (Set, for 3 good* example, TmOberg's

Fantasia on " Pen Pasquale."}

Appoggiarura (li.) From fypOggiarc, to snpport, to lean on, A
note of embellishment.

A quatre mains (Ft,)

A qua uro mani (//.

Atabeske (Gtr,) A celebrated fancy-piece by Robert Schumann, In

which he imitates the delicate desitm of an Arabcaque. by
SAiffOunding' two Minorca with the same movement.

Ardito {It.) With boldness.

Aria [It.) Ao air 01 song.

Arietta (II.) A little air Or melody.

Atmonioao (/(.) Harmonious'/.

>r.)\
For four hands

Arpeggiand"o\

Arpcggialo Hit.) In a broken manner, imitating the harp.

Arpeggio j

Artlcolato {//.) Well pcononnced and accented.

As (Gtr.) The key ofA flat; A3 dor, A flat major; As moll, A flat

minor.

Aasai |J(.) Very, extremely. (Ste Allogro assai, Ac.)

A tempo (Ji.) In time. The term is generally used after ratten.

tando 01 acetUrendo, meaning to take dp the former strict

movement.

A tempo giusto (If.) In strict and even time.

A tempo ordinario (Il.\ In a moderate, ordinary time.

Aftacca )('') Mean) that the following movement ought

Attacca subitoj to commence immediately,

Aubadc (Fr.) From £0*6* Sitjour. A morning mnsic of soft and

agreeable character. Aubadc, fomerfifn^-miislc; Serenade

fardsffliVg-mUSic.

Aufseblag (Gtr.) The anacccotcd part of a bar.

A una COrda (It) On one String; with the soft pedal.

Ave Maria (Lot.) Ahymn to the Virgin.

A rista (It.) At eight.

Ballade (Fr.)

Ballata (It.)

'

Ballabile (7(.) A piece of dance-music osed in ballets.

fA short, popular song ; meSn& also a piece with a

romantic expression, such as Chopin's Ops. 23, 33,

BaUo (I t.) A daocctnne. (.S'« Scarlatti's "Tempo di Baflo.")

Barcarola {/(.) From borca, a bark; the song of a boatman or

fisherman; also the songs of (he Venetian gondolier?.

Barccco (jt.) 1 Applied to music of a confuted! or Blrangct eccentric

Baroque [Fr.)} style.

Bassa(Jf\) Low; oltava bans, generally designated 8"* baita,

which sign stands under the notes, and means to play the

notes, passage, or figure one octave lowc*. Con Si"' bassa

implies to add the lower octave.

Basso cootinuo )
_..

, fr (tt.) The continued bass.
Basso ostinato ) '

Bass-Schlussel (0<*J The bass clef.

B dur (Gtr.) The key of E flat major,

Bcgfilsteruog, mit (Gtr.) With enthusiasm.

Scglcitung (Gtr.) The accompaniment.

B^raol (Fr.) The sign ?

.

Den [If.) Well ; such as hen ioiltnato, well sustained ; hen mareato,

well marked, &c.

Bcreeu.se (Fr.) A Cradle-song.

Bianca (It.) A minim.

Bindnng (Gtr<) A syncopation.
-firl^

Bis (Lai.) Twice; for example l.if;U.II

that these two bars have to be played twice over.

Biszarro (It.) St* Barocco.

Blanche (Fr.) A minim.

BlumenstUcfc (Gtr.) A title of One of Schumann's most charming

pieces; means literally " a dower.piece."

B moll (Gtr.) The bey OfB flat minor.

Bolero (Sri.) From lottwo, to flyi a Spanish dance in % time.



(Si )

Cadence (Fr. & Bit.)

Cadenza (It.)

Bourrec (».) From the Spanish bona ; a dance in common time,

beginning with the fourth or unaccented part, It is really

a hornpipe or sailor's dance.

Routadc (Fr.) An old caprice, or fantasia.

Brsnle (Fr.)

Branslc (Fr.) • An old dance-tur.e.

Brawl (£n-)
,

Bratsche (Gar.) The tenor violin.

Bravura, iff.) Spirit, brilliant execution, and velocity.

Brillante (Fr. &> It.) Bxilliant,ahowy, sparkling.

Brio

Brio, con (ft.) With brilliancy and animEeioB.

Brioso

Broideries (Fr.) Embellishments, graces.

Burlando {It.) In a Jesting, comic manner.

Burlesca (/(.) With a farcical, highly comical humour.

Cabahstta (It.) A simple, pleasing, short melody.

A close. In arias or concertos, the intro-

duction or supplement of brilliant, fanciful

pas&agea; if well constructed, it might he

called a summary of the entire movement.

Calaodo (it.) Becoming softer and dower.

Caimato [It.) With a tranquil and reposing expression,

Calore. con (it.) With warmth of reeling.

Campsnella (It.) A little hell.

Canaries (1'r.) The French Gigucs. [Sea Giguc.)

CaoOric (It.) A piece consisting of uninterrupted imitations.

Caotabile (It.) In a singing style.

Cantilena (ft.) The melody; the air.

Canto fcrmo [It.) A chant or melodywhich is used as the principal

theme, and remains unchanged.

Canzooa (It.) An air in two or three parts. [See, for example, the

WOrttS of Oirolaoio FrcScDbaldi.)

Canao oetta (ft,) A short air.

Capellmcister (Ger.) The conductor of an orchestra and chorus.

Capriccietto (ft.) A short capriceio.

Capriceio (It.) Literally a whim, a caprice; a fanciful, sometimes

irregularly constructed piece.

Caprice (Fr.) Set Capriceio,

Carczzando {It.) In a caressing, insinuating Style.

CaricatO {ft.) In an exaggerated style.

Caril!o>nttir (Fr.) The performer on tbc carillons ol chimes.

Carillons (Fr.) The chimes or bells; also the name of the airs

adapted for the chimes.

Cassazione (It.) A kind of divertimento played by wind-instru-

ments in the open air, generally in the evening. Mozart's

CasswiOnes have been transcribed for the piano.

Cavattna (ft,) As aria, or part of an aria ; sometimes following a

recitative.

C du. [Ger.) The Jtey ofC major.

Celerica, Con (It.) With velocity.

Cembalo (It.) The harpsichord.

Ces (Gtr.) C fiat.

Chacone (F-..) \ An obsolete dance movement in % time ; genciativ

Lhaco-nne {PP.) V combined with variations, {Compare 'l«e works or

Ciaccona (It.) J Bachand Handel.) See Primer," Form&in Mcilr*
"

k See Append!".

With.

Chalotrieati (Fr.) An ancicntflule of the shephcrda; also oscd for

a Ranz des Vaches, or herdsman's song.

Chanson (Fr.) A song.

Chasse {Fr,) A bunting piece.

Chiatczza, con (It.) With clearness.

Chiroptast (Gr.) A guide for the hand In pianoforte-playing, in-

vented and used by Logier. Kalhbrenner used a similat

application, which he called Manual Guide.

Cbltatra (It.) T!:e gui tar.

Chromatic ((if.) Proceeding by semitones.

Cis{G-or,) Csharpi Cis-iurjC sharp major) ; Cismol) (C Sharp minor).

Cithci (i*x.) An instrument with wire strings, used in the Tyrol

and Bavaria.

Claviatur (Gtr.) The ley-board.

ClaKchord (£«.)

Clavecin (Fr.)

Clavicembalo (It.)

Clavichord (£*}

Clavier (Gar. &• Fr.)

Clavicistiick (Gtr.) A piece for the pianoforte,

Cloehette (Pr.) A little bell, the same as Campanella.

C moll (Ger.) The hey ofC minor.

Coda (It,) Literally trie tail ; a supplement at the end of acorn

position.

Coi (It, plural)

Col (/(. singular)

Colla parte (if.) tallowing the principal part.

Come (ft.) As. Cvwp>i>Ja,a$ before; ctn»e lepra, as above, or

before ; cone tttt, as it stands.

Composto (ft.) Composed; quietly.

Con (/(.) With; such a$ t to» animtt t
b/it\» animation; eones$reti*&*t,

with feeling; eon pattione, with passionate feeling ; &c>

CotlCertarrte (ft.) A piece of music for several instruments-, in

which these perform occasional solo parts-

Concertino (It.) A short concerto.

Concerto (ft.) A piece in which a solo instrument tariGS a leading

psrt, and t& merely accompanied by other instruments,

Concertstuck {Gar.) A short concerto. (Compare, for example,

Weber's and Schumann's works of this bind.)

Consolante {ft.) In a consoling manner.

ContinuatO (It.) Sustained, held down.

Cotillon (Fr.) A cheerful dance in J or % time.

Coal6 (Fr.) Two notes connected by a Blur. (Compare Couccrin'i

and Rameau's worts.}

Coram (En.)

Correotn {ft.)

Courante (Fr.)

Cracoviak (Pol,) \ A Polish dance in } time that came (rora

CraCOvienne (Fr.)f Cracow.

Crescendo (ft.) Increasing the tone.

Ctoche (Fr.) A quaver.

Da capo (It.) From tne (op; from the beginning. For instance,

M. D. C. means Minuctto da capo, or to play the rninaei

again after the trio.

Davidsbundler (Ger.) The title of Schumann's pieces, Op. 6. {Kci<t

the explanation of the t:llc :o the Preface to that work.]

D dur iGer.) D major.

An old dance tune in $ or $ time, following the

AHemjinde in the Suites.
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Decreasing or diminishing the tone.

[It.) Delicately.

Decrescendo {/<.)

Dclicataixen'c

Dclicalo

DeHcatesza, con {It.) With delicscy.

Dclicatissimo (It.) With great delicacy.

Dca dtir (Ger.) P Ost major.

Pes moll (<J/r.) D flat minor.

Destra (7*J

Dcatra (Lot)
The right hand.

& diversion.

(/i.) Sorrowfully, with a pathetic expression.

DiizC (Fr.) The sign £.

DiminuencO (If.) GraduaJJy diminishing.

Di molto (It.) Augments the significance of the Other word—such as

Alltgre rfi motto, v-ery quick, instead of quick.

Dls dur (G<rr.) D sharp major.

t»is moll (Gtr.) D sharp minor.

Ditbyrambe (Gtr.) A dLthyrambus op lyrical composition in

honour of BscChilS. In pianoforte music we have six

pieces called " Dithyramben " by W. Tomaschclt.

DivcrtirbeotO [It.)

Diverttasement iPr.)

Dlvoto (ft.) With devout Feeling.

D moll [Gtr.) D minor.

Dolce (It.) Softly, sweetly.

Dolceiia, con [It.) With*6oftuess, with sweetness.

Dolclssirao (It.) With cxtieme WttntHi

Dolente '

DolOrC, cOrt

Do'.orosamente

Doloroso

Dopo (It.) After.

Doppelseblag; (Gtr.) A trifle.

Doppiof/J.) Double; as, ttup'pio movipttnto, double time, as fast

again ; doffio tm£o, Oouble time-

Double (Fr.) A variation. (Set Handel's" Suites.")

Doux (Fr.) Softly. The same as the Italian doUt.

Drammattco [It.) In a dcamatic style.

Due corde (ft.) Willi the sod pedal.

Ddc volte (It.) Twice.

Duet. A composition for two voices or instruments, or for two

performers upon one instrument*

Dooio, con (It.) Set Dolente.

Dur [Gtr.) The major key.

Duramente \

Durczea, con I (//.) Hard, hush, dry.

Dure )

Ecbo (Fr.) An imitation of a previous passage. (Stt Sebastian

Bach's " Echo, in C minor,")

Eclogue (Fr.) A shepherd's song; a pastoial piece. (Set Stephen

Heder's and TomasebeVs Eclogues.)

Ecossaisc (Fr.) A dance in 1 time in the Scotch Slyle. (S«, for

in^tar.cc, 1'raoi Schubert's " Ecossaiscs.'*}

E dur (Gtr.) E major.

Kgualc
j (/̂ Ewnly. siMothly.

EgualmenteP '
" J

Eingang

El

|
{il,} With expression.

[ [It.) Dying away.

ngang
UGtrJ) An in(rod«Clior.

nieitong]

Bis (Gtr.) E sharp.

Elegaatementc)
„,

&
\(IL) With elegance Mil grace

Eleganxa. con j
v ' *

Elegic (Fr.)Acompositionofamotimfulandcommemoiativtcharacter.

E moll (Gtr.) E minor.

Empfinriutig. mit (Gtr.) With feeling, with expression.

Energfa. con

Energicaraente (It.) With energy, with fire.

Rnergico

Entrata (It.) An introduction.

Epinette (Fr.) A spinet. (Set Appendix.)

Eptthaha-mium (Gr.) A nuptial song. (See Wagner's *l Lolnin

grin."|

E pDt (ft.) And then : i fr/i la coda, and then the coda.

Eroticjue (Fr.) Amatory : tkfttton intifUe, a love-song.

Es dur (Gtr.) E flat major.

Eaerclrj (It. plural) Exercises.

Es moll (Gtr.) E flat minor.

Espressionc.Can'

Espressivo

Estingucndo)

Estinto

Etude (Fr.) A Study,

Euphony (Gr.) Sweetness; harmony of sound.

Extempore (It.) Unprepared ; impromptu.

Faciltta (It,)
\

Facility (Fr.)}
An €aS'er "™neemcn,«

Fagotto, Pedale di (It.} An obsolete pedal of the piano, used

between 1S00—(820. (S«A-E. Mailer's "Caprice in f
minor.1')

Fandango (Sp.) An elegant dance in J time, very like the l^olcro.

Fanfare (Fr.) A march movement, in which the sound of tiumpcts

is imitated.

Fantalsle (Ft.) A composition in which tJie author does not follow

strict and set rules.

Fantasta (It-) (Set Bach's " Fantasia Ciomatica," Mozart's foui

Fantasias, Feethoven's Op. 77. Hummel'* Op. iS, Men

delssohn's Op. 2S, Selmmann's Op. 17-)

Fantastic* (ft.)

Fantastfque (Fr.)l

F dur (Gtr.) F major.

Ferrnarjieritc) , . .... , ,

Permato J
* '

Fennata (It) A pause.

Fcrocita. cOni

Peroce Wt:> W,th f*Mcil*>*«•"•»

Pes (G<r.) F flat.

Fierarnentel .. • .
—^ ( (It.) Vvith boldness and vehemence.
Pie»o J

* *

J Figured ; baaoJigvrato, a figured bass.

Fin (Fr.) The end.

Finale (It.) The last movement ofa cyclical composition.

Fine (It,) The end.

Fingcrgats (Ger.) The fingering.

Vis (Gtr.) F sharp -
t
Fis dur, 1" sharp major ; Fis moll, P sharp

minor; Fis Fis Or Doppel Pis, 1* double Sharp,

Fantastic.
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\ {It.) In a mournful Style.

{See Appendix.)

(Jfc C<jrei)i'3 " Folie?

Flebile

Flcbilmetlt*

Flugel {Ger.) A harpsicliord,

P inoil (Cvc) F minor.

Folia (5/-) A Spanish dancctunc.

d'Eapagnc")

Foite {It.) Load.

Farteruent (I'r.) Loud.

Fortissimo (It.) Very load.

Fortset zung (Or'-) A c-ontina.iiit>n.

Foria, con (/(,) Willi force.

Forzando, SforzandO, a> Rinsforsand© (/(.)

particular note.

Fteddamente (J*,) Witli coldness.

Fuga (*V.) A fugue, F«£ir &t>p}i«, a double fugue; /ugato. In the style

of a fugue \fnghftta, a ehort fugue. (S«** Musical Forms,")

Funcbre {IL)

Pdncbpe (/'»•.) Funeral. iTttreitt fnnebr*, a faneral march.

Fotiereo {It.)
I

Fuoco. con (If.) With Hre.

Furia, con

Farioso

Eropbaiifing one

'}(«.) With extreme vehement i

Gaily, cheerfully.

An old dance-tune, ill triple time.

Gai {Fr,)

Galemerrt (Fr)

Oajo </*.)

Oagliarda (».)»

Gai)iard<s(Fr.)J

Galantemetlte (/f.) Gallantly, boldly.

CalopatleCF/.}}

Oalopp (Off.) [ A lively dance, in ] time.

Galoppe(Fr.) )

Gamme (Fr.) The scale.

Garb©, con {It.) With simplicity. {See Hommel's " Not turn©,"

Op. op.)

Gauche (Fr.) Left; as wmis gauche, left h and,

Qavotla {It.) \A French dance, in common time. {See Bach,

Gavotte {Fr.) j Ijandcl, Rameatl, Gluck, Corc-Ui, <xc)

G dor {Ger.) G major.

Gebonden {Gtr.) Connected, bound, sustained.

Gcfubl, tnlt {Gtr.) With expression and feeling. •

QehetliX {Gtr,) Set Andante.

Oencralbaas (Gtr.) Thorough-bais.

Genre {Fr.) Style.

Qentiiezsa, con (Tt.) With elegance, gentleness.

Gcsang- (ff<r.) The an of singing j singing, generally.

Gcscbwind (Ger.) Quick-

GeschwindmarSCh (Off.) A quick march ; a quick step.

Ges tlflr {Ger.) G nat major.

Gcs trial) {Ger.) G flat m'uior-

Giga {It.) ) A jifj, a lively dance in ^ time. (S« Handel's,

Giglte (Fr- e> Ger.) \ Bnch's *' Suites," Stc.)

Glocotancnte
[St .) H umorously, joyously

.

Qiocoao

Giojoso

GIs dur {Ger.) G share- major,

G\$ moll {Get.) G sharp minor.

($<rr Mendelssohn s

In a gliding manner,

stack.")

(5*« Weber's "Concert-

GiilStamente [ft.) justly, with precision.

Ginsto {It.) Precise.

GHssaildo (Jr.)

Glisser (Fr.)

Gliseicato (f/.J

G rnoll {Ger.) O minor.

Gondodiera {II.) The Song of the Venetian boatmen.

Graces. Agrtmnti, manners, Gatanteriert. EmbelliEhmeuts and

ornaments formerly used- in Clavecin music; they consisted

principally of trills, turns, shakes, appoggiaturas. acciacca-

wras, ic.

Grande V ... ,

tomik**fm g^v™*'
Grave \ ,

Gravemetlte) *
'

Wilh diET, 'l
J'• F1" 1^ earnc-amess.

Grazia., con \

Giazfospmente Hlti 1 n a graceful style.

Grazioso J

Grossc Sonne {Ger.) A grand sonata.

GruppettDl ,_ v* \{It.) A turn.
Gruppo J*

Guatacha (Sp.) A SpanirJi dance in f time, [See Auhex-'c ballet

music in " La Muette de Portici.")

Q«e«i ero (If.) la a martial style.

Gusto, con
f_

(

Gustoso j lit.) With taste ; with elegance.

H. This tetter is in Germany used for U—H dur, D major; H moll,

S minor.

Hackbrett {Ger.} Hcaliy the dulcimer, but also applied to designate

a worn-out and poor-toned pianoforte.

Hand-gllide. See Chiroph&L

Hard Imem {Fr.) With boldness.

Harpsichord. A keyed instrument used before the invention of tile

pianoiblle. {See Appendix.)

Hesameron. A collective work of Variations by Liszt, Chopin,

Hers, Yhaibcrg, Czcrny, and) Pi:;is.

His (Ger.) U shaip.

HocbeeitsmarSCh [Ger.) Wedding march.

Hornophony (Gr.) In unison; one-toned.

Hornpipe (£».) An old), dance- t;tne. mostly used by sailors, {Set

BoumJe.)

Humo«ske {Git.) A piece of great beauty by Robert Schumann,

Op. ao.

Hurtigr {Ger.) Quick.

Idylle (Fr*.) An idyll, or pastoral piece.

Imitando {It.) Imitating,

ImpctO, COn

(It.) Witli impetuosity.
Impetuosarnetite

Impetwogiti, con

Impetaoeo

ImptOUptu (J'V.) An extemporaneous production. {See Scliubert's

Ops. 90, \\i ; Chopin's Ops. act, 36 ; Schumann's Op. 5,

Ac)

ImprovvlsamentC {It.) KutemporflncHualy.

Indcciso {It.) Undecided.
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An intermediate piece.

Inferoale (It.) Infernal.

iOOCCCDtc \

lonocentemente 1 {It.) In JUl artless and simple manner.

Innocenaa, eon j

Insensibilmente fjt.) Insensibly. Mostly ased for nillcntandos.

Interlude {Bn.),

Intcrludium (Lrt/.)

TntermeJasO (ft.) Placed between. A piece that comes between

t»vo principal Of more iffiporlaol pieces as a relief. Also

used in lieu of a acherjo.

Intrada {/(.) Introduction.

Intrepidamcntc [II.) With intrepidity.

Invocations {It.) A prayer; an invocation. {Set Dassek, p. 7?.)

I.Tc&olatO {It.) Hcsitafingly ; irresolutely; with the expression of

dobht,

1 stessa (If.) The same ; P isttsw tempo, the same time.

JSgetcb or (Ger.) A hunting chorus.

Kammer [Ger.) Chamber.

Ksmmennosifc {Gtr,) Chamber music.

XaramerrirtUas (Gtr.) The principal solo performer of a royal

or imperial caoxt.

Kapellmeister [Gtr.) Set Capcltmaisler.

KKlcheCt, mit [Gtr.) With boldness.

Xirchenmusik {Gtr.) Chuich-raaBic.

KJang (Gtr.) Sound.

Ktelsleriana. The title of seven pianoforte pieces by Robert

Schumann, Op. 16, suggested by a novel of E. T, A-
Hoffmano.

KrtUz (C«\) A sharp.

Kurz (G*r.) Shorr.

La Cbasse (Pr.) A hunting piece.

Lacrimoso.

LagrimosoJ
"*'' a mournful, melancholy style.

Lamentable 1

LamentabOmente
1**01entando

Lament evole

Lame nie volmcote

Lament 090 j

Lfadlcr (Gtr.) A slow valseor nifttic daacc.

Schubert.)

Langsam [Ger.) Slowly.

Languido [It.) With langoor.

Largamente )

L*rghe«a
( conf

{/',} Wlb a fu"' broad =**«**
Larghetto (It.) A slow time ; but not so slow as Largo.
LargMMimo (It.) Exticraety slow.

Largo (It.) Very slow aod uotemo.

I-»of(C«-.) A scale.

Lebhaft {Gtr.) With vivacity.

Lccon (Pr.) A leRSOu, a study.

Legatissimo (It.) Very smooth and connected,
Legato [It.) Frora Ugare, to bind ; conneetfid and BM&oibly.
Leggieraraentc (It.) Lightly, gently.

[It.) In a plauitive, mooroful manner.

(Sit Beethoven and

[It.) Witb lightot

Extremely light.

id facility of execution.

The major key.

Lcggiereza*, con'

Leggiero

Leggierisslmo (If.)

Leiebt (Ger.) Easy.

Lentando (/*.) With increasing slowr.c*»

Lentemcnt (Pr.)

Lentemenle (It.) In slow time.

Lenta [It.)

Leziogamente (/*.) Affectedly.

L. H. indicates the left hand in music

Lie" [Pr.) See Legato.

Lohgenang {Qert) A hymn of praise

Loco (If.) In the origin a] place. The word comes generally after

Sea alia, or S^o baita.

Loure [Pr.) A Slow gifriet.

Lugubie (It. £• Fr.) Mournfully, sadly.

Lunga pausa (It.) A long paose.

Lusing^ajidD (It,) Soothingly, persuasively, insinuating, caressiog.

M&estfl, con) .... ...„ , [(It.) Majestically.
Maestoso J '

'

Maggi«re(/f.)

MajBur [Pr.)

Main (Fr.) The hand-

Main drojtc (Fr*.) Right hand.

Main gauche [Fr.) Left hand.

Mallnconia \ . , _«,,,,_ , , ,
{ I/*.} With a melancholy expression.

MaiinconicoJ

Mancando {It.) Sfl Diminuendo.

Mano fit.) The hand.

Mano destra. or dritta (It.) Toe light hand.

Mano sinistra (/*.) The left hand.

Marcato [It) Well marked.

Marehe(Fr.}
|

Marcia (It.) V A mareh.

Marsch (Gtr.))

MutellatD [It,) Hammered.

Marsia (e (It.) In a martial style.

MaSsig {Ger.) Tn a moderate time.

Masur [Ger.) \ A Polish dance in I time, Originating from

Masoreck (Pol.) I the district of Massovia, in the former fciog-

Ma*orka [Gtr) I dom of Poland.

Melange (Fr.) A medley, like Potpourri,

) (It.) Less : as mean matta. less nuic-k.
Menoj

''-' '

A dance, In f or J time, invented in Poitou

about |66o, isthecbiefformofdancemusic applied

Jo cyclical forms, such as sooatas. quactctts. &<;•

Metronome (Pr.) A mechanical instrument to indicate the time.

invented by Sauveur, of Paris, in the beginoiog of the*

eighteenth century; it was practically and conveoieotly

constructed in 16:6, by Malzel, a mechanician from Vienna.

MeiJta (It.) Really three hours and a half after evening sets in ; in-

music It means moderately ; also half, as metta voeet
with

moderate or half (dnder) voice.

Midgut (Fr.)l

Mi nore (ft.)

Menuet (Pr.)

Mlnuetto (/*.)"

The minor mode.
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(Jf.) In a mysterious manner.
Mlsterioaamento 1

MistenOSO

Moderatamentel

,

Modesto N *****,
Moll fG*r.) The minor mode.

Molto- (ft.) Very, extremely, as molto adagio, very slow, fie

MORferlna (/(.J Dance of the Italian peasants, in $ time.

Mo'ceau (Fr.) A piece

Mordento {ft.) A turn.

Morcodo [It.) Dying away.

MormoranQv' (/(] Murmuring,

Mosso {It.) Movement j as£iit masso, quicker!

Mote, con (/J.) With agitation, with movement.

Musetta (/(.)

Musecte- (Fr.)]
The bagpipe.

Nachcatucfce (G<*r.) Night*visions, four highly interesting piano-

forte pieces by Robert Schumann, Op. 23.

Negllgenie

Negligentementc (Jr.) Negligently,

N«{rllg,«n<a] con

NtttanMnfe (It.) Neatly.

Nobile 1 ,

Nebilweate) *"'* W a
*

etan<1^W^ *'

Nocturne (I'V.) A piece intended for evening per'vr>liaiicc. The

piano pieces with this same were first introduced by John

Field ((782—1637).
Noire (Fr.) A crotchet,

Non (fr".) Not ; generally preceding another word, such as tu>n

froppoprtsto, not (CO fast, fie.

Ncsturoo (It.) S*t Nocturne.

Obbligato [It.) An instrument, or part of a composition , which is

"- indispensable and cannot be omitced.

Octett ifiir.) A piece for eight instruments.

OdeonfGr.) A place for the public performance of Music ; also a col-

lection ofclassical pieces published by Haslinger in Vienna,

ffiuvrc {Fr.) A wOrlt j CEuvre t, first work, fie.

Qhne Cfi/r-.J Without; LitHohne Warte, aong without wortls.

Ondcg-giamento [It.) With a waving, tremulous motion of sound.

Ondcg'giautC (It.) In a waving manner,

OpUS (hut.) Generally written Op. ; a work, such at Beethoven's

Op. 10, Beethoven's twentieth work, fie.

Ordinario [It.) U*»iat; QtmpO Ordinario, in the usual time, (See

bfa»do
(l
e Concerto No. 2, in B flat.)

Orgclpunkt (Her.) An organ-point or pedal-harts- ,

Ornanaenti [It.] I _, , „, ,

rs . in >I The .graces* embellishmenL$,
Ornetments(Fr.)l **'
Ossia (fr.) Of else ; oitia pinfaclU, or in this easier manner.

O&tioato [It.) Obstinate, persevering ; auch art baito oitmato, the

never.ehangir.g bass,

OLtava. (/(.) The octave.

- alta. The higher octave,

bassa. The lower qetsve.

OtLetto (If.) S« Octett.

Ouverture {Fr.&Ger.)

Overtura [It,)

Overture (Rn.)

An Introductory symphony to an opera or

oratorio; sn instrumental piece.

Pantaleone [Fr,) An Obsolete planolorte in the upright form, li

used to be very high.

Papillons (i'V.) BuUcrSics. 'fbe title of Schumann's Op. X, twelve

short fancy pieces suggesting a Carnival night.

Parlando (/J.) In a speaking manner,

Parian*. {It.) Accented; in a declamatory, reciting slylc.

Panic {Fr.) A part ofa composition.

Partita {It.) A hind of suite; s collection of single pieces. (.•?«

Sebastian Bach's six Partitas.)

Partition (Fi.)

Partitot (Ger.)

PartitUM {/i.)

Part Ialone (ft.)

Full score.

Passacaglio (It.)

Passacaille (Fr.)

Passagallo (It.)

Passe-pied (Fr.)

An old dance movement of similar character to

the Chaconne. It is generally found in } time.

Handel's Passacaille in G minor is in common

time. {See Bach's marvellous Passacaille in

0- minor, arranged far four hands.)

An old dance-t>ine. Originally the dance of the

Breton boatmen ; its time is either -$ or $.

Paesionato )
'(It.) Impassioned.

$t6 Mc")an2C.

nono, con
Pasticcio [It.)

Pastiche (Fr.)

In a pastoral. Simple Style.

A movement in the qnadrillc.

Pathetically.

A pause or rest for all the.

Pavan (U*J
Pavatna (It.)

Pavane [Fr.)

Pastorclh

Pastaurelle (Fr.)

Patetico [It.)

Paihctique (Pr.)\

Pau&a [It.) A rest ; a pause.

Pausa genera]e (It.)* also G.P.

performers.

An antiquated French (Italian ?} dance, in which

the ladies had to spread their dresses in imitation

of the peacock (/(., pavans) when spreading its

feathers. According to some writers Che Pavsite

is a French adaptation from the serioutx Spanish

dance, Pava d'Espagns,

Per (It.) For, or by ; ftr it viatino, lot the ^otin.

Pcrdcndo 1

PerdendosiP Bp-fwy.
Pesante (/(.) With importance and weight

Pezzo (ff.J A piece.

Phaotasicstucke (G*r.) Fancy pieces. The title of Robert

Schumann's celebrated eigSt piano pieces, Op. is.

Piaccre, con (/(.) With pleasure.

Piacovole

PiacevOlCJia [It.) In a ples*rng, agreeable manner.

Piaccvolmente

Piangende (/(.) Dolefully, really—cry)rig. Weeping.

Planisstmo {It.) Generally written as pp. Very softly.

Piano {II.) Softly.

Piano a queue (Fr.) A grand pianofortes.

— — 'carte' {Fr.) A square pianoforte.

Pietocamcnte (It.) Pitifully.

Pio (It.) More ; an ad*v«b of augmentation,

Pie- to&ta (It.) Rather.
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A Polish dance in moderate time, j, generally

used, for court festivities.

I^ud

[/ t.) In a hurried manner.

A prelude; Introductory, opening taovetnent.

Placidatoenle (II.) With placidity, quietly.

Poco {If.) A little; somewhat; rather; t"e" emimata, rather, or a

little animated, &c
PocO A pOCO (/*•) Uy degrees ; little by little.

Pogg'atO (It.) Set Appoggiaio.

Polacca [IK) '

Polonaise (Fr.)

PolonoisC {Fr.)

Polka (Fr.) From the Bohemian putka, hair; a modern danCe in

} time. Invented in 1830 by Anne S!et3k.

FotnpOSO (//.) Itl a grand and pompous manner.

Possible (ft.) Possible, ae, it pik forte potsibile,

possible.

Potpourri (Fr.) A medley. [St* Melange.)

Poule (Pr.) One of the mo-rtments of a quadrille.

PralUrillcr (Gtr.) The short trill.

Precipitamente

Precipitate

Prceipitazione, con

Precipitoso

Prcghiera (It.) A prsyer.

Prelndio III.)

Presidium (£a(.),

Prcsta rnenle (It.) Hurriedly, quickly.

Prestczza, con {II.) With quickness, with rapidity.

Prestissimo (J/J The highest degree of quickness-

Presto (ft.) Very quick.

Prima Vista (/*.) At first sight.

Prima votta (ft.) The first time.

Pult [Gtr.) A desk.

Punltt (Gtr.) A dot.

Punktarte Notcn (Gtr.) Dotted notes.

Pupitre (Fr.) A desk.

Quadrille [Fr.) Asetaf five consecutive dance movements called

U Pantafon, L'Eti or L« Pas rfe I'Ete, La Haulc, La
Tteni« or U Paatourclle, and Finale, Its name implies

that four persons are required for dancing it.

Quart et t (Gtr.) \

QuartettO (It.) V A Cyclical composition for four instruments.

Quatuor {Ft.) J
Quest© {//.) This.

Quiet© [It.) Quiet Jy.

Quintett [Gtr.)

Quintette (It.) !
. A cyclical composition Cor five instruments.

QuinttiOr [Fr.)

Qcodlibet [La;,) Really " what you like ;
- a kind of potpourri or

medley, consisting of a number of different melodies of
diffetcnt authors.

Raddolcendot

Raddolcente (
(f'*' WUh a«6'no««d soOaess.

Rallentando (It.) A gradual diminution of the speed of the move-
ment.

Ran* des Vache* {Fr.) An air played by the Swiss herdsmen on
a pipe, to assemble their herds. (See Rossini's overture to
"William Tell,'*i

[It.) TVitJi raptotiy.
Rapidaroerite

Rapiditi, con,

Rapsodic (Fr.) See Rhapsodic.

Ravvivanda It.) Reviving, reanimating.

Recbt (Ger.) Right; rtehU Hand, ngnt harm; sometimes found

merely as U.K.

Recitando (/*) In the style of a recitative.

Religiosaraente* ,,., _
.

... . , , „ „
R ... [(/(.) Religiously, devotionally.

Repetizione {It.) Repetition.

Replica (It.) Repetition ; ion riplUu, with repetition; stnxarepiitQ,

without repetition.

Reprise {Fr.) Repetition; avee reprise, with repetition; sous

rtfriti, without repetition.

Rhapsodic {Get.) A kind of capriccio ; broken, interrupted, discon-

nected in its structure. {See HenseU'6 Rhaps-udy in P
minor.)

Riccrcata {It.) A master-fugue, highly elaborated, and containing

all possible scientific feats.

Ricordanza (It.) Remembrance.

Ridoit© (It.) Transcribed, arranged.

Rigaudon (Fr.) An old dance formerly used in Provence ; it is set

in common time, alia bnve,

Rinforxando\ ,,,_,, t

\ lft.1 uivJntr aqqumnaj accent or cmpha&is.
RinfnrzatO j * * ** r

RisolutamCnte

'(/'•) With resolution, with energy.

(/(.) Waking Up, becoming animated.

[It.) A retarding or slackening of the lime.

The same as Gaillarde.

Riaoluto

Risoluzione, COn J

Risvcgliare

RisvcjjtiatO

Ritardaodo

RitenendD

Rlienuto

RitOmeUa (/(.) A short introduction to an air, which, after the

air itself is finished, is repeated several times. Formerly

the "tutti" in a solu-COnCCrt were called ritornellos.

Romance [Fr.)\ .
, , , ,_ ._ , } A shori lyrical composition.Rom ant a (It.) J

' r

Romance gans paroles (Fr.) Song withont words.

Romancaca (II.)

Romanesque (Fr.),

Rondc (Fr.) A semibreve.

Rondeau (Fr*.)] A C0Jtl PC§'t'O'\ >n wliie]) a certain part Oi sudject

Rondo (H.) J is repeated.

Rondinette
Rondlno (It.) A short rondo.

Ronfloletto.

RubatO (/(.) Rohbed, Iwrrowed; Itmpo ntbato means that part ol

One bar may, by accelerating it, be given to the next bar.

This manner was invented by the Abbate Antonio Vivaldo,

id— ? —1743, and was known under the name of'4 Lombard

manner."

Sftltaodo (It.) Jumping.

Salts.rella (/(.) See Sartaiei:*.

Sanlc IGe .) Softly.

Sans (/•>.) Without,
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Sarabanda (/(,)

Sarabande (Fr.)

An old dance in } or J time ; its move-

ment is stow and fall of dignity. It forms,

SO to 33V, the centre of gravity of the

•* siaite."

Sanarella Or] (It.) A quick Kespolit.tn dance in % lime, somc-

Sartarcllo J what resembling the Tarantella.

Scats. [It.) ["he scale.

ScherzandOl

Scherzo \{ft-) fo alight, playful, humorous manner.

Schcrzoso j

Scblummerlied jG^r-J A slumber-song.

Sehnellwalzer (G*?.) A quick valse.

Scho>!tisch {Gtr.) A slow ?olta.

Sehwach (Gw.) Softly.

ScinLiltante {It.) Sparkling.

ScioltO {It.) With freedom and boldness.

Scozzese (ft.) In the Scotch style.

Sec (Fr.)

Secco {It.)

Scguendo*

Segaentc

SegQsdilla [$?•) A Spanish dance in j time, resembling the

Fsmlftngo, and Accompanied by singing.

Sem.plice

Semplicita, can

SemprC (/(,) Always.

Sensible [Fr.) La not* setuible, the leadinj note

J^ntiracntale \
-,. . [{ItA With feeling.
Seotimento, con) * * *

Senzn [It.) Without; as s/nza pedal*, without pedala.

Septetto (It.)) , . ,
.„ .

f
A composition for seven instruments.

Short, dry.

It.) Following,

(/r.) Simple, unaffected, natural

Septuor (Fr.)
[

Serenade [l'r.)\ A miiiic which is performed in the evening,

Serenata {It.) J the open air.

Serioso (It.) Seriously.

' Sessctf© {It.) A composition for si* instruments.

Sttventa, COd (It.) In a strict and severe style.

Sexcett (fier.))

Sevtuor (Fr.)

Sforzando*.
{It.) Stt Rioforzaftdo.

In

S» Sestet to.

(/(.) A rustic dance of Sicily, io moderate £ time.

SfOrz-atO

SicilUina. or]

Siciliano

Silence {Fr.) The res t.

Simile (It.) Similarly, in the same manner.

Sinfonia [It.) A cyclical composition for many instruments.

Formerly the introduction to an aria or Opera was called

Kin(onis.

Singend [Ger.) In a singing style.

Sinistra tit.} The left hand.

Sr replica (It.) Repeat.

Si tace (/J.) Be silent.

Sixte {Fr.) The interval of a sixth.

SI£n tando (11.) See Rallentando.

Sinanioao {It.) With a furious expression.

Smorzaodol
Sinorzrttf

[//.) Dying away.

Soavc

Soavementc*.

Solennellc {Fr.)

Solennemente {//,)

Solermita, con {It.)

Solfeggio {It.) An exercise or study.

" Solfeggios.")

Solo 1«.) Alone.

lit.} In a sort, gentle, delicate wanner.

in a solemn aty3e.

(Compare Emanuel Bach's-

Sonata (It.)

Sonate [Fr. & Gtr.)

\ Cyclical composition of two, three, or

fo-jr movements. The name is derived

from sonar/, to> SOund.

A short sonata*
Sonatina (St.)

Sonatine {Fr. &• Gtr.)

Sonrtel (It.) A short poem of fourteen lines.

applied to music by Li&>t and others.

Sonoramente {It.)

This form has bceo'

Sonorous; full ajid rich sounding.

{It.) With spirit and animation.

Sonore (Fr.)

SonoritS, con (It.)

Son or (It.)

Sopra {/(.) Above.

Sordini (It. plural) ) A mute, or damper; applied to the piano-

Sordino (It. singular} } sordino means) the soft pedal.

Sospirando {ft-) Literally, sighing; despoudingly.

Sostcnuto {It.) Sustained.

SottO (It.) Under [ such as sotto voce, in an undertone.

Souvenirs (Fr.) Recollections.

Splanato (/(.) Smooth, even. (Set Chopin's " Andante spianatc,"

Op. as.)

SpiccatO [It.) In pianoforte music, the Game as staccato.

Spinetta //;.) A spinet. (Set Appendix.)

Spirito, con'

Spiriloso

Staccato (It.) From stacctirt, to detail , to pull off; shore; disni.ct.

and detached from o"e another.

Stark (Ger.) Loud ; with force.

StentatO (It.) In a loud manner.

St frame {Otr.) The voice, or the voice part.

StrascinandD (It.) Dragging.

Strepito, con

StrepitOsamente (It.) In a loud, noisy, boisterous mariner.

Strcpiloso

Stxetto [It.) An acceleration ofthe time towards the close of the-

movement.

StringendO [It.) Accelerating.

Studio {It.) An exercise; a study.

Suavamentel

Suave [
S'JbatO (/(.) Quick ; V.S., votti subtto, turn die page quickly.

Suite (Fr.) A collection of different movements. {See Uacfc :<:4-

Handel's Suites.)

SvegliatO {ft.) Smartly.

Symphonic (Fr.) See Sinfonia.

Tacct (Lai.) Silence.

Tact (Ger.) The barj also the time—as. a tact, ) time.

Tambourin [Fr.) A gavotte movein cot found in old French clavecin

music. (Compare Rameau's " Tambourin in 12 minor."/

^« Soavc.
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Tarantella (/(,) A lively dance in $ time, from tbc province ftf

Tarento- Danced only by girls.

TedeseaHJi.) In the German style. Mean) also a Blow German

Tedcsco} valse.

Tema (f'.J A theme or subject.

Tcmpcstoao (It.) In a violent, tempcatuouB mannci-

Tempo ("•) The degree of movement. Also that applied—i«i»£o

di mmuitto, in the time of a minuet, &c. After a

ralltxlttxdo, in tempo means that the strict time is to Be

taken op.

Tcod cement (F».J

Teneratnente (/'.) With affectionate, tender expression.

Tenere«a, con (Fi.)
l

Tenuto (It.} Held, sustained, kept down.

Tierce (fir.) The interval of A third.

TimOcOSO {/(.( With timidity.

Toccata (ft.) From the Italian verb totcart, to touch. A piece of

rnasic, mostly intended fot practice, in which a certain

figure is principally used. (Sit Bach's, dementi's, Czefny's,

and Schomann'* Toccatas.)

Toceatlna (It,) A short or easy toccata.

Tonsetzer (Go*,) A composer.

TanatDck (Gtr.) A musical composition.

Tranquillamente

Tranqui!l«2a, con

Tran<£uillitl, coa

Tranquillo

Tre cotde (It.) Without soft pedal.

Tremando \

TremoUndo
[It,) With atremuloos, trembling kind of motion.

(/£-) Quietly, tranquil) with composure.

Trcmelate

Tremolo
TflUc (Pr.)

Trilltj {Gtr.) The Ehz.be.

Trillo {It,)

Trillertettc (Gtr.) A chain of shades.

Trinklied (Gtr.) A drinking song.

THo|fr.( A COmpoaition for three instruments. In a scherzo or

mmoct the pact that alternates with the**.

Trommel (Gtr.) The aide-drum.

TroppO (It.) Too much ; mom troppo atiegro, not too fast. &<.
Turca. alia (It.) In the Turkish Style.

Tutta foiM, con (It.) With the greatest force.

Tuttc corde (If.) Without soft pedal.

Tyroliennc (Pr.) A slow valse, as danced in the Anurias Tyrol.
(S« I/anner, and Straoss's " Tyxolcsc Waltzes.")

Ugualmente (If.) Evenly.

Una corda (It.) With wit pcdil.

A piece in the rustic, pastoral style.

Valse (Pr.) A value, (Stt Walter)

Variajioni (It.) Variations.

Varife (/'V.J Airvarie, am air that ie fcllowd by variations. {Stt

Heft's and Cteeny's " Airs varies.")

Veloce \

Velociti, con \
<"> W* **"**' ***#*>

Veneaiana, alia (ft.) In the Venetian atyJc. somenmes used for

Gandolieras, D-arcsrolcs.

Vetattdemng (Qtr.) A variation.

Vera) erung (Gtr.) An embellishment.

Vibtarite (It.) To touch the keys with trembling lingers.

Vielle (Ft.) The hurdy-gurdy.

Yicrtelnate {Gtr.) A erotehet-

Vigoroso (It.) In a vigoroos, bold style-

Villanella (It.)

Villaoelle (Fr.)

Violemomentel ,_,, _,_, .

_,. _ tilt') VV ioi passion, violence.
Violen*a, con |

l ' v
'

VicUnschluSSel (Gtr.) The treble clef.

Virginal. St4 Appendix.

Vite ,

«** A(Fr.) With quickness.
VitementJ* *

Vivace ^
... . . K'f,l With vivacity.

Vim (it.) Animated.

Voiante (It.) Light, rapid, flying.

Volkslled (Gtr.) A national song.

Volt* (It.) Time of playing: prima VoHa, the first time:; Secotida

voitn, the second time.

Volti Suhtto. or V.3. (It.) Stt Subito.

Vorhalt (Gtr,) A suspension, retardation,

Votschlag (Grr.J An appOggiatnra.

Vorapiel (Gtr.) A prelude.

Vorzeichnung (Gtr.) The signature.

Walser (Gtr.) A lonnd dance, in | or J time. Tho Walt* ts

tbc German national dance.

Wiederbclung (Qtr.) Repetition.

Wlegenlied (Gtr.) A lullaby, a cradle-song.

Zaropagna, alia (/(.) In 0ie Sty|c of a bagpipe.

ZeltoOaas {Ger.) The time Of degree of movement.

Ziogaiesa, alia {/(.) In the gipsy style.

Zithif {(?«-.) S« Cither.

2opp-0, alia (It.) In a limping manner.
Zuruc&halten (Gtr.) Retarding, slackening the *ime.

ZweiBtimrnig (Gtr.) -Par two voices or parts.

Zwischcnspicl (Gtr.) An intetlude.
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1750 1, Leopold,

I

1752—1335iT -

iJJtldfLCb!

ti&i—vtti.
17fl>—1612

.Veceel. J771-1313 Wey«,C.E.P.

|S, FenJtuod.
li7$—l&U-=> friedrisls.

1750

1771—1&S8 Cbaw**, John &scti&( (tern In Orrouov, but «4u«<cdia
England).

ITifi-KlSa Dlewjtt. JooMhMU
171*2—IR?I FTBtD.itiliArEiToaTLtfepilHjofCktT.'.Dti)
1TSS—1W7 Neate, Charita,

WB-MH Penef, Ciprkol

Chamber MuaJLifel, Chop-u.Thalberg, Henselt, Heller, Ac., Ac,—The "Concerto" in highest perfection by Reethovea,
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VIOLIN & PIANOFORTE ALBUMS.

i. MENDELSSOHN. -Four Marches. *.

Transcribed by B. Tours. No. i,

Wedding March ; No. 2, War
March of the Priests 3 No. 3, Cor-
nelius March ; No. 4, Funeral
March .... ... ... ... 2

H, BERTHOLD TOURS.- thirty Melo-
dies (expressly written to be used
in connection with the Author's
Violin Primer} ... ... ... .2

*3- MENDELSSOHN.—" Elijah."

Transcriptions by B. Tours
Ten

*4- GOUNOD.—" Mors et Vita." Ten
Transcriptions by B. Tours

*$, BATTISON HAYNE5, Twelve
Sketches

*6\ SIEGFRIED JACOBY.- Hungarian
Dances. (Transcribed) ...

7. IPP0L1T0 RAGGH1ANT1. Nine
Morceauxde Salon.„ ... „,

8. OLIVER KING —Twelve Pieces ...

** JOACHIM RAFF. -Six Morceaitx
de Salon ... ... ... ...

jo, SIEGFRIED JACQBY.—Six Charac-
teristic Pieces. For Two Violins

11. AHCANGELO CORELLL— Twelve
Sonalas. 3d Two Books. Edited
by A. Docmetsck. Book 1. 3 6

i. ; *ra. ARCANGELO CDRBLLI.-Twclve ' <*•

Sonatas. In Two Books. Edited
by A. Dolmeysch. Book II. ... 3 6

H$. SIEGFUIED JACOBY. Eight
National Melodies. (Arranged) 2 <5

**4. GOUNOD.—"Redemption." Nine
Transcriptions by B. Tours ... 2 6

*i5, ARNOLD; DOLMETSCH.—Twelve
liKsy Pieces ... ... ... 2 6

* 16. HAAKMAN.—Twelve Characteristic
Pieces .,, ... .,. ..26

17. HANDEL. Six Sonatas. The
Pianoforte Accompaniment by
A. Dolmk*sch ... ... ... 3 6

rS. ARCANGELQ CORBLLL Six
Trios. For Two Violins and
Violoncello, or Pianoforte; or as
Quartets, with Violoncello and
pianoforte, Editedand the Piano-
forte Accompaniment by A, Dol-
tJETSCil ... ,tt ,„ ... 3 6

rg. KATE RALPH— Six Pieces ... s 6

20. VARIOUS COMPOSERS.—Fourteen
Pieces 2 6

21. VARIOUS COMPOSERS.-Twelve
Pieces ... .,, ,,. ... 2 6

22. VARIOUS COMPOSERS. -Thirteen
Pieces 2 6

23. ROSALIND F. ELLICOTT. — Six
Pieces 2 6

26. ETHEL M. BOYCE.—Eight Pieces 2 6

* These Albums may also be had arrangedfor Violoncello and Pianoforte.

*A- C. MACKENZIE.~Six Pieces for

Violin. With Pianoforte Accom-
paniment, No. j, Gavotte ; No. 2,
Berceuse; No. 3, Benedict as;
No. 4, Zingarcsca; No. 5, Satfa-

reUo; 2^o. 6, Tenia con Variazioni

net

Zingaresca (from the above) ... „

lienedictus (from the above) ,,. ,,

,1 1, Arranged for

Orchestra. Full Score
Orchestral Parts ...

t. rf. A. C. MACKENZIE—continued.
Pibroch.— Suite forViolin Solo. Arrange- *. «*

menl forViolin and Pianoforte net 6 o
Orchestral Parts „ 18 o

JOSEPH NESVERA.—Ten Pieces for

the Violin. With Pianoforte
Accompaniment net 6

C. GORIITT.—Six Pieces for Violin.
With Pianoforte Accompaniment

net 4

Romance (from the above) ... „ 20

LONDON & NEW YORK; NOVELLO, EWER AND CO.



BEETHOVEN'S SONATAS
(NEW AND COMPLETE EDITION.)

EDITED AND FINGERED BY

AGNES ZIMMERMANN.
In Otic Volumcj Folio size, handaomsly bound in cloth, gilt edgesi

PRICE ONE GUINEA,
Octavo Edition, paper cover, 53.; cloth gilt, ?s. 6d.

Or Sinolt:—
i. J.No •

j. E minor, Op. a, No. 1 ... ... ... 4
2. A major, Op. 2. No, 2 5
3. C major, Op. 2, No. 3 50
4. Eb major. Op. 7 5 o
5. C minor. Op. 10, No. 1 4

ro
6. P major, Op. 10, No. 2. 4
j. D major. Op. 10, No. 3 4 o
8. C minor. Op. 13 (Pathfitique) ... 5
9. E major, Op. 14, ho, J 4 °

to. G major. Op. 14, No. 2 , 4 o
u. 8? major, Op. 22 6 o
12. Ap mitjor. Op. 26 ... .. - 5 o
13. Ep major. Op. 27, No. 1 (Quasi

Fantasia) ,. - 4
14- Cj minor, Op. 27* No. 2 (Quasi

'Fantasia) ... - ... 40
15. D major, Op. 28 ... . - 6 o
16. G major. Op. 31. No. 1 5
17. minor. Op. 31, No. 4 5 o
fS. Ep major, Op. 31, No. 3 5

No,
No.

NO.

19, G minor, Op. 49,
20. G major, Op. 49,
21- C major, Op. 53 ... ... ,,. ...

22. F major, Op, 54
23. F minor. Op. 37 ...

24. F|| major, Op. 78 ... .

25. G major. Op. 79
26. Ej? major, Op. SlA ...

27. E minor. Op. 90
28- A major, Op. 101

29. Bbmajor,Op.xo6(HarnmcrcIavier)
30- B major, Op- 109

31. Ab major, Op. 110

32. C minor, Op, in
33. Eb major

34. F minor

35. D major - ... ....

36. C major ... ,. ...

37. G major - ... ...

38- F major

3

3
5

5

5
10

5

5

5

3
1

3

2
1

3

The Sfpprtttr StofitOS totl at Haif-$rict.

Ho.

1.

1.

3-

4'

7.

9*

[O.

lo One

C major..
F major „
Bp major
Ep major
G major .,

D major
,

,

G major ..

A minor.,

D major.,
C major

.

A major ..

Volume, Folio si2e, handsomely bound in cloth, gilt edges,
PRICE EIGHTEEN SHILLINGS.

Octavo Edition, paper cover, 39. ; cloth gait, 58.

Ok Singly i—

X2. F major
13. Bl? major

14. C minor (Fantasia)
14A. C minor (Sonata)

15. F major
16. C major
17. F major
18. Bb major
19. D major
20. Bb major ... ..

MOZART'S SONATAS
(NEW AND COMPLETE EDITION.)

EDITED AND FIN.OERED BY

AGNES ZIMMERMANN.

o

O
o
o

c

The Separate Sonatas sold at Half-price,

LONDON AND NEW YORK: KOVEI.L0. BWER AND W).



PIANOFORTE MUSIC.

BACH, &3
^
&

FORTY -EIGHT PRELUDES .

AND FUGUES. (W. T. Best)

MT
220
P23

Pauer, Ernst
The art of pianoforte

playing

PLEASE DO NOT REMOVE

CARDS OR SUPS FROM THtS POCKET

UNIVERSITY OF TORONTO LIBRARY

only complete edition. Eight
books ... 4/0 6/0

MENDELSSOHN.

LIEDER OHNE WORTE. The
only complete edition. Eight
books ...

SYMPHONIES (Solo) ... Folio

SYMPHONIES (Duet) ... Folio

OVERTURES <Solo) ... Folio

OVERTURES (Duct) ... Folio

ELIJAH. And. by Bcrtbold

Tours ... ... ... Folio

A V

2/6 4/6

— 12/0

— 15/0

— 12/0

— 15/0

5/0 —

MOZART.

SONATAS. (AgocsZimmermarm)
Folio — 18/0

SONATAS. (AgnesZimmermann) 3/0 5/0

FIRST MASS.
Novello ...

Arrd. by V.
... Polio 2/0

SECOND MASS. Arrd. by V.
Novello Folio 3/0

SEVENTH MASS. Arrd. by V.
Novello Folio S/0

TWELFTH MASS. Arrd. by V.
Novello Folio S/0

REQUIEM MASS. Arrd. by J.
Piltman Folio S/0

SCHUMANN,
ALBUM FOR THE YOUNG.
55 Pieces. (AgnesZimmermann) 2/6 4/0

Ditto, in three parts ... each 1/0 —
ALBUM LEAVES. 20 Pieces.

(Agnes Zimmermann) ... ... 1/0 -—

SCENES OF CHILDHOOD
AND FOREST SCENES.
22 Pieces. (Agnes Zimmcrrnano) 1/0 —

LONDON & flew YORK: NOl^ELLO, EWER AND CO.



NOVELLO, EWER & CO.'S

MUSIC PRIMERS
EDITED BY

SIR JOHN STAINER.

I The Pianoforte E. Pauek
i.

2
1,

2 The Rudiments of Music YV. H. Cummings I

3 The Organ - J. Stainer 2

4 The Harmonium - * - King Hall 2

5 Singing (Paper Boards, 5s.) A. Randegger 4
6 Speech in Song [S'mger's Pnaounc 'tig Primer) A. J. ELLIS, F.R.S. 2

7 Musical Forms - - ' - E. Pauer 2
8 Harmony -

J. Stainer 2

9 Counterpoint - - Dr. Bridge 2
JQ Fugue • - James Higgs 2
II Scientific Basis op Music Dr. Stoni* I

12 Double Counterpoint - Dr. BRroGK 2
13 Church Chock Training Rev. J, Troutbeck I

'4 Plain Song ... - .. Rev. T. Hel?jore 2
15 Instrumentation E. Prout 2
j6 The Elements or the Beautiful in Music - E, Pause I

17 The Violin - Berthold Tours 2
18 Tonic Sol-pa -

J. Curwen I

J9 Lancashire Sol-pa James Greenwood I

20 Composition: -
J. Stainer 2

21 Musical Terms - -Stainer and Barrett I

22 The Violoncello Jules oe Swert 2

23 Two-Part Exercises (396) James Greenwood I

24 Double Scales - Franklin Taylor I

25 Musical Expression Mathis Lussy 3
26 Solfeggi [Paper Boards, 55.) Florence A. .Marshall 4

Or, in Three Parts, is. 67J. each.

27 Organ Accompaniment - Dr. Brtdof 2
2.8 The Cornet - H. Brstt 3
29 Musical Dictation. Part I. - - Dr. Ritter 1

30 Musical Dictation. Part II. • Dr. Ritter %
3' Modulation - • James Higgs

- A. C. White
2

32 DOUBLE 13A5S - .
3

33 Extemporization Dr. Sawyer 2
34 Analysis of Form H. A. Harding 2
35 500 Fugue Subjects - - Arthur VV. Marchant 3
3" Hand Gymnastics - T. Ridley Prentice 1 6

37 Musical Ornamentation {in the Press) Ed. Dannr6uther

{TO BB CQtfTWVEDj

Any ofthe above may be bad strongly bound is beardi, price 6d. each extra.


